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American Impressionism and Realism: The Painting of Modern 
Life, brings together the appealing works of two 

generations of American painters and presents them from a fresh 
point of view. The American Impressionists and Realists have 
been categorized as separate or even opposing groups, but, in 
fact, they shared significant experiences and goals — notably 
Parisian training, an enthusiasm for modern French painting, 
and a desire to translate these sources into a peculiarly American 
idiom. The continuities between these two groups are more 
impressive and the contrasts more subtle than generally per- 
ceived, while the relationships between their paintings and the 
actualities of the period in which they worked are much more 
complicated than previously assumed. To highUght these connec- 
tions and complexities, the works in the exhibition are arranged 
not by artist or by chronology but by broad subject categories: 
the country, the city, and the home. This thematic organization 
offers avenues for rich and detailed interpretation, which we 
trust will bring to life the era that inspired the creation of these 
paintings and also suggest the dual process of transcription and 
transformation that the artists adopted. 

The turn of the last century was a time of unprecedented 
political, economic, and social change. Industrialization and its 
concomitant urbanization irrevocably altered where and how 
people lived and worked. Members of the growing and increas- 
ingly powerful middle class availed themselves of new educa- 
tional and professional opportunities. Innovations in the workplace 
redefined the family and the accepted roles of men and women, 
created and began to meet the need for leisure and recreation, 
and engendered an abundance that fostered consumerism. Sci- 
entific inquiry revised understanding of the natural world, chal- 
lenging many established religious beliefs. People were acutely 
aware that they were living in a new age, and modernity became 
a key concept in their definition of themselves and their times. 
The American painters who concern us here, like the French 
Impressionists who inspired them, took up Charles Baudelaire's 
mandate, posited in his essay "The Painting of Modern Life" in 
1863, that modernity must accompany true beauty in painting. 
In their dazzling sunlit landscapes, bustling city views, and glimpses 
of the domestic scene, the American Impressionists and Realists 



became Baudelairean painters of modern life yet also expressed 
the nationalism, optimism, euphemism, and nostalgia that typified 
the American response to the exciting and daunting develop- 
ments of the new era, 

American Impressionism and Realism: The Fainting of 
Modern Life, 188S-191S results from the collaboration of 
H. Barbara Weinberg, Curator of American Paintings and Sculp- 
ture at The Metropolitan Museum of Art, New York, Doreen 
Bolger, Curator of Paintings and Sculpture at the Amon Carter 
Museum, Fort Worth, and David Park Curry, Curator of American 
Arts at the Virginia Museum of Fine Arts, Richmond, with the 
assistance of N. Mishoe Brennecke, Research Associate at the 
Metropolitan Museum. The generosity of the many public and 
private lenders who have parted with treasured works for the 
exhibition was indispensable. Alamo Rent A Car provided 
the substantial support that makes this exhibition available to 
appreciative audiences nationwide. For this inspired sponsor- 
ship, part of the corporation's program Alamo Presents the Art 
of America, we are deeply grateful. 

PHILIPPE DE MONTEBELLO 

Director 

The Metropolitan Museum of Art 

JAN KEENE MUHLERT 

Director 

Amon Carter Museum 



VII 



SPONSOR'S STATEMENT 



VIII 



At the turn of the last century the American spirit was as diverse, 
energetic, and imaginative as it is today. Americans took on the 
challenges of the modern world then as they do now. The paint- 
ers of modern life represented in the current exhibition vigor- 
ously portrayed the society that Americans confronted, interpreting 
both the pastoral scene and the industrialization and urbaniza- 
tion of the United States; they just as vigorously pursued new 
developments in the form of the visual arts, thereby enhancing 
the quality of our culture. American Impressionism and Realism: 
The Painting of Modern Life, iSSj-i^ij relights the street 
lamps of the turn of the century and illuminates the world of the 
people who lived and worked in the cities and enjoyed the 
nearby country. The exhibition reveals a nation in the grip of 
monumental change. 

Only The Metropolitan Museum of Art could envision and 
produce such a grand celebration of America's coming of age; 
Alamo Rent A Car and our family members are proud to 
sponsor the exhibition that this great institution has coorganized 
with the Amon Carter Museum in Fort Worth. The presentation 
opens briUiantly at the Metropolitan and travels across the coun- 
try to the Amon Carter Museum, The Denver Art Museum, and 
the Los Angeles County Museum of Art. A condensed version, 
America Around i^oo: Impressionism, Realism, and Modern 
Life, will be shown subsequently at the Museum of Fine Arts in 
Richmond and the Museum of Art in Fort Lauderdale. 

We hope that all who see the paintings in these exhibitions 
will find a new pride in our country and in our diversity and will 
repledge their dedication to the values of freedom, artistic ex- 
pression, and the progressive spirit that are the hallmarks of 
American belief. 

MICHAEL S. EGAN 

Chairman 
Alamo Rent A Car 
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American Impressionism and Realism: The Painting of Modern 
Life, i88j-i^ij has a long and rather complicated history. 
Nearly a decade ago John K. Howat, Lawrence A. Fleischman 
Chairman of the Departments of American Art at the Metropoli- 
tan Museum, suggested American Impressionism as the subject 
for an exhibition. This survey of painters who achieved promi- 
nence in the i88os was to be mounted only at the Metropolitan. 
The scope of the show broadened to include works by Realists of 
Robert Henri's circle when the decision was made to merge it 
with a project proposed by Doreen Bolger, then Associate Cura- 
tor, that focused on American painting of about 1900. The 
A C K !N O LED G E !N T S individuals participating at this early stage included Lewis I. 

Sharp, then Curator and Administrator of the American Wing, 
and N. Mishoe Brennecke, Research Associate. 

When Sharp left the Metropolitan to assume the directorship 
of The Denver Art Museum, that institution became a venue for 
the exhibition and David Park Curry, then Gates Foundation 
Curator of American Art at Denver, joined the scholarly team. 
H. Barbara Weinberg, who was Professor of Art History at 
Queens College and the Graduate School, The City University 
of New York, was invited to cocurate the exhibition with Bolger 
and Curry. Since then the three cocurators have changed affiliations 
but have remained actively involved in the enterprise. Bolger was 
made Curator of Paintings and Sculpture at the Amon Carter 
Museum, Fort Worth, which became the coorganizer of the 
exhibition as well as a venue for it; Curry moved to the Virginia 
Museum of Fine Arts, Richmond, where he is Curator of Ameri- 
can Arts; and Weinberg was elected Curator of American Paint- 
ings and Sculpture at the Metropolitan and assumed responsibility 
for directing the project from New York. Throughout the evolu- 
tion of the show and its catalogue, Brennecke has played an 
important role, conducting and overseeing research and taking 
charge of many administrative details. 

In 1991 substantial funding from Alamo Rent A Car allowed 
us to continue the research required to realize both exhibition 
and catalogue and also made it possible to share our ideas with 
an even wider audience than we had anticipated: the Los Angeles 
County Museum of Art was added as a venue; an installation 
at the Metropolitan of related drawings, prints, and photo- 
graphs was planned to coincide with the exhibition in New York; 
and a related exhibition was conceived for presentation at the 
Virginia Museum of Fine Arts and the Museum of Art, Fort 
Lauderdale, after the national tour. Alamo's extraordinary gen- 
erosity makes all of these events possible. 

We would like to acknowledge the many staff members at the 
coorganizing institutions whose help and encouragement assured 
our progress over the past several years. Philippe de Montebello, 
Director of the Metropolitan, recognized the potential of the 
exhibition from the outset and consistently supported it, as 
did Jan Keene Muhlert, Director of the Amon Carter. At the 
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Metropolitan Mahrukh Tarapor, Associate Director for Exhibi- 
tions, ably coordinated all preparations with the assistance of 
Martha Deese. Jennifer Russell enthusiastically contributed her 
efforts, first as Assistant Director at the Whitney Museum of 
American Art, New York, and then as the Metropolitan's Associ- 
ate Director for Administration. Emily Kernan Rafferty, Vice 
President for Development and Membership, secured our splen- 
did corporate sponsorship from Alamo Rent A Car with the 
aid of Nina McN. Diefenbach; their staff, particularly Lynne 
M. Winter and her assistant Ana Buenaventura cooperated closely 
with Alamo. 

Melissa G. Thompson, Registrar at the Amon Carter, together 
with her staff, Julie Causey and Amy Kelly, planned and efficiently 
implemented registration for the exhibition. At the Metropolitan 
John Buchanan, Chief Registrar, now retired, offered his exper- 
tise in the early stages of the project, and Herbert M. Moskowitz 
and Nina S. Maruca efficiently handled many arrangements. 

For unstinting help with the exhibition and publication, we 
owe a great debt to a loyal corps of researchers who also wrote 
the artists' biographies for this volume: Brennecke, Arlene Katz 
Nichols, Victoria Jennings Ross, Kate Rubin, Lois Stainman, 
and Thayer ToUes. Additional research was carried out by in- 
terns and volunteers Ariel Childs, Jane Clark, Walton Eagan, 
Merrill Falkenberg, Jean Gridley, Amanda MacKenzie, the late 
Barbara Robinson-Duff, Ellen L. Schwartz, and Elizabeth Venn. 
Students at the Graduate School of the City University of New 
York who participated in Weinberg's fall 1990 seminar on turn- 
of-the-century American painting provided a forum for the test- 
ing of ideas explored in the exhibition and shared their research 
with the curators; the contributions of many of them are cited in 
our endnotes. At the Metropolitan the gathering of information 
was expedited by William B. Walker, Arthur K. Watson Chief 
Librarian, and Katria Czerwoniak and Doralynn Pines, members 
of his able staff. Jeanie M. James, Archivist, and her assistants 
verified data on the works from the Metropolitan's collection. At 
the Amon Carter Librarian Milan Hughston with Sherman Clarke 
graciously checked references, pursued numerous queries, and 
secured many hard-to-find sources for photographs. 

Members of the curatorial and conservation staffs at both the 
Metropolitan and the Amon Carter were most helpful. In de- 
partments at the former we acknowledge Beth Alberty, Kimberly 
S. Fink, and Caroline S. Goldthorpe, The Costume Institute; 
Elliot Bostwick Davis, Drawings and Prints; Gary Tinterow and 
Susan Alyson Stein, European Paintings; Laurence B. Kanter, 
Curator in Charge, Robert Lehman Collection; Laurence Libin, 
Frederick P. Rose Curator in Charge, Musical Instruments; 
Malcolm Daniel and Jeff L. Rosenheim, Photographs; Ida Balboul, 
Kay Bearman, and Lisa M. Messinger, Twentieth Century Art; 
and Hubert von Sonnenburg, Sherman Fairchild Chairman, Paint- 
ings Conservation, and his colleague Dorothy Mahon. At the 



latter we thank Thomas W. Southall and Jane Myers, Curator of 
Photography and Curator of Prints and Drawings, respectively. 
Crucial assistance was provided by Claire M. Barry, Chief Con- 
servator, and Michael Gallagher of the joint Amon Carter-Kimbell 
Art Museum conservation program, with the advice of Jane 
Webber of The Chrysler Museum, Norfolk, Virginia. 

Alan Brinkley, Professor of History, Columbia University, 
New York, served as an adviser, contributing insights about turn- 
of-the-century America. The manuscript of the catalogue was 
read by two perceptive colleagues, Elizabeth Johns, Silfen Term 
Professor of American Art History, University of Pennsylvania, 
Philadelphia, and Marc Simpson, The Ednah Root Curator of 
American Paintings, The Fine Arts Museums of San Francisco, 
whose suggestions were extremely helpful to the authors. 

Throughout the period of our research we depended upon 
numerous institutions and individuals for information. Several 
repositories deserve special notice: Columbia University Libraries; 
Frick Art Reference Library, New York; New- York Historical 
Society; and New York Public Library. Among those who merit 
acknowledgment are Lawrence Campbell, Art Students League, 
New York; Mary Connaly, Ipswich Historical Society, Massa- 
chusetts; Daniel Gallo; Stephanie Gaskins, Ipswich, Massachusetts; 
Katherine H. Griffin, Massachusetts Historical Society, Boston; 
Paul Hurd, Medfield Historical Society, Massachusetts; Bertram 
Lippincott III, Newport Historical Society; Judith McCuUoch 
and Mary Ann Harding, Cape Ann Historical Association, 
Gloucester, Massachusetts; Laura L. Meixner, Cornell Univer- 
sity, Ithaca, New York; Elizabeth Milroy, Wesleyan University, 
Middletown, Connecticut; Robert A. Olmsted; Helen Sanger, 
Frick Art Reference Library; Robert Schumacher; George T. M. 
Shackelford, Museum of Fine Arts, Houston; Anne G. Terhune; 
Jane E. Ward, Peabody and Essex Museum, Salem, Massachu- 
setts; Rebecca Zurier, University of Michigan, Ann Arbor. 

We deeply appreciate information on painters in the exhibi- 
tion received from: Faith Andrews Bedford on Frank W. Benson; 
Kathleen Burnside, Hirschl and Adler Galleries, New York, on 
Childe Hassam; Kathryn Corbin on John Leslie Breck; Rowland 
Elzea, Delaware Art Museum, Wilmington, and Grant Holcomb, 
Memorial Art Gallery of the University of Rochester, on John 
Sloan; Janet J. Le Clair on Robert Henri; Doreen D. McCabe, 
Connecticut Historical Society, Hartford, and Judith H. O'Toole, 
Sordoni Art Gallery, Wilkes College, Wilkes-Barre, Pennsylvania, 
on George Luks; Jesse Parra on Edward Lamson Henry; Carole 
Pesner, Kraushaar Galleries, New York, on William Glackens; 
Lisa N. Peters, Spanierman Gallery, New York, on John H. 
Twachtman; Ronald G. Pisano on William Merritt Chase; 
Richard Wattenmaker, Archives of American Art, Smithsonian 
Institution, Washington, D.C., on William Glackens; and 
Whitney Wendel on Theodore Wendel. 

The forty-six lenders to the national tour, both public institu- 
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tions and private collectors, not only sacrificed their enjoyment 
of their pictures for many months but also furnished information 
about them. William S. Lieberman, Jacques and Natasha Gelman 
Chairman, Department of Twentieth Century Art, at the Metro- 
politan, made an important painting available and will provide 
other loans for the Richmond and Fort Lauderdale version of the 
exhibition. We extend our thanks to him and to the following 
individuals who facilitated loans and supplied information about 
the works in their collections: Jock Reynolds and Susan Faxon, 
Addison Gallery of American Art, Phillips Academy, Andover, 
Massachusetts; Teri J. Edelstein, Charles E Stuckey, Judith A. 
Barter, Gloria Groom, and Anndora Morginson, The Art Insti- 
tute of Chicago; Sona Johnston, The Baltimore Museum of Art; 
Mattie Kelly, Bowdoin College Museum of Art, Brunswick, Maine; 
Linda S. Ferber, Barbara Dayer Gallati, and Teresa A. Carbone, 
The Brooklyn Museum; H. Nichols B. Clark, The Chrysler 
Museum; Nannette Maciejunes, Columbus Museum of Art, 
Ohio; Lauretta Dimmick and Sally E. Mansfield, The Denver Art 
Museum; Nancy Rivard Shaw, The Detroit Institute of Arts; 
Phyllis Rosenzweig and Judith Zilczer, Hirshhorn Museum and 
Sculpture Garden, Smithsonian Institution, Washington, D.C.; 
Grant Holcomb, Laurene Buckley, and Maria Via, Memorial 
Art Gallery of the University of Rochester, New York; Cheryl 
Robertson and Dean Sobel, Milwaukee Art Museum; Maureen C. 
O'Brien, Museum of Art, Rhode Island School of Design, Provi- 
dence; Theodore E. Stebbins, Jr., Carol Troyen, Erica E. Hirshler, 
and Trevor J. Fairbrother, Museum of Fine Arts, Boston; Nicolai 
Cikovsky, Jr., Franklin Kelly, and Deborah Chotner, National 
Gallery of Art, Washington, D.C.; Marie Lugli, National Gallery 
of Canada, Ottawa; Abigail Terrones and Betsy Anderson, 
National Museum of American Art, Smithsonian Institution, 
Washington, D.C; Linda Bantel, Sylvia Yount, Cheryl Liebold, 
Barbara Katus, and Susan Danly, Pennsylvania Academy of the 
Fine Arts, Philadelphia; Joseph J. Rishel, Darrel Sewell, Nancy S. 
Quail, and Jennifer Vanim, Philadelphia Museum of Art; 
Stephen B. Phillips, The Phillips Collection, Washington, D.C; 
Linda Muehlig, Smith College Museum of Art, Northampton, 
Massachusetts; D. Scott Atkinson, Holly Wagoner, and Jochen 
Wierich, Terra Museum of American Art, Chicago; David L. 
Prince, University Art Collection, Syracuse University; Lisa 
Hancock, Virginia Museum of Fine Arts; Susan Angevin and 
Constance Evans, Weir Farm Heritage Trust, Wilton, Connecti- 
cut; Adam Weinberg, Ellin Burke, and Alan Myers, Whitney 
Museum of American Art; and Helen Cooper and Beverly Rogers, 
Yale University Art Gallery, New Haven. Loan requests for paint- 
ings owned by private collectors were facilitated by Joan E. 
Barnes, Joan Hester, David Nisinson, and Rita O'Neill and also 
by Frederick D. Hill, Berry-Hill Galleries, Inc., New York; James 
Maroney, Christie, Manson, and Woods, New York; and Richard 
York and Susan Menconi, Richard York Gallery, New York. 



This volume includes rare illustrations that were provided by 
a host of generous institutions and individuals. Special recogni- 
tion is due to staff members of the coorganizing museums for 
photographing numerous images from period magazines and 
journals and many of the paintings reproduced herein. We ac- 
knowledge at the Metropolitan Barbara Bridgers, Manager, 
Photograph Studio, and her staff, particularly Bruce Schwarz and 
Josephine Freeman, as well as Deanna D. Cross, Photograph/ 
Slide Library Coordinator; and at the Amon Carter Rynda 
Lempke, Photographer, Steve Watson, and Dorothy Tuma. For 
their help in supplying visual material we are also indebted to the 
following: Judith Throm, Archives of American Art, Smithsonian 
Institution, Washington, D.C; Aaron Schmidt, Boston Public 
Library; Philip Bergen, The Bostonian Society; Linda Docherty, 
Bowdoin College; Karen Tates, The Brooklyn Museum; Marion 
Harding, Cape Ann Historical Association; Bruce Chambers; 
Mary Holahan, Delaware Art Museum; Mrs. Herbert A. 
Goldstone; Barbara Guggenheim Associates, Inc., New York; 
Robert J. Killie; Diana C Landreth; Sean Fisher, MetropoHtan 
District Commission, Boston; Herbert Mitchell; Marguerite Lavin 
and Anthony Pisani, Museum of the City of New York; Alicia 
Longwell, The Parrish Art Museum, Southampton, New York; 
Tamatha Kuenz, Philadelphia Museum of Art; Betty Krulik, 
Spanierman Gallery; and Texas Christian University Library, 
Fort Worth. 

The publication achieved its final form through the remark- 
able efforts of the Metropolitan's Editorial Department. John P. 
O'Neill, Editor in Chief and General Manager of Publications, 
championed this ambitious volume and provided wise counsel 
throughout its development. We extend our most profound grat- 
itude to Carol Fuerstein, our editor, who guided us with imagi- 
nation, patience, and devotion and with her own literary gifts 
transformed the efforts of three writers into essays that can be 
read with pleasure, even by their authors. To borrow an expres- 
sion from one of Carl Sandburg's characters in More Rootabagas: 
"You have given us new syllables and new adjectives and we 
thank you a thousand times for learning us how to learn more 
knowledge to be useful." Jean Wagner, Barbara Cavaliere, 
Cynthia Clark, and Tonia Payne assisted in the editorial process. 
Susan Chun skillfully managed the book's complex production, 
with initial help from Helen Watt. Malcolm Grear Designers, 
Providence, devised the handsome design, and Steffie Kaplan 
executed its mechanicals. Gwen Roginsky superbly supervised 
the printing. 

Educators in Fort Worth and New York prepared the many 
materials and programs that accompany the exhibition. At the 
Amon Carter Allison Perkins, Education Director, helped by 
Mary Lampe, supervised the creation of the video produced by 
Katina Simmons of Mayah Productions, Dallas, based on a 
script by Andrea Boardman and picture research by Caroline 
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Robbins. Perkins also developed the concept of brochures for 
visitors; these were edited by Nancy Stevens, Coordinator 
of Publications, and designed by Mark LaChapelle, At the 
Metropolitan Kent Lydecker, Associate Director for Education, 
with Stella Paul formulated other educational tools. Aline Hill- 
Ries organized training programs and prepared teachers' resources 
for use at all venues. 

Henriette Montgomery scheduled a film series, Hilde Limond- 
jian coordinated concerts, and Linda Komaroff arranged lec- 
tures, gallery talks, and a symposium for presentation at the 
Metropolitan. Educational programs in New York also involved 
the participation of Nicholas Ruocco, Evan Levine, Alice W. 
Schwarz, Nellie Silagy, Amy Silva, Mary Grace Whalen, and 
Robert Dickey. Susan Melick Bresnan oversaw the production of 
slides and transparencies for public programs. 

For implementing arrangements for the exhibition at the 
Metropolitan we single out for special thanks members of the 
Metropolitan's Department of American Paintings and Sculp- 
ture: Howat, Kevin Avery, Carrie Rebora, and Tolles, who 
offered their expertise, and Elisabeth R. Agro, Jeanmarie 
Kraemer, and Irene Papanestor, who attended to innumerable 
details. American Wing Administrator Peter M. Kenny, assisted 
by Emely Bramson, arranged for the Metropolitan's loans, to- 
gether with the Museum's Loans Coordinator, Marceline McKee. 
We are also most grateful to Harold Holzer, Chief Communica- 
tions Officer, and his staff members Elyse Topalian and Jill 
Schoenbach; Sharon H. Cott, Secretary and General Counsel, 
and Lee White Galvis and Douglass Fleming, who assisted her; 
Richard R. Morsches, Vice President for Operations, J. Nicholas 
Cameron and Linda M. Sylling; and for producing merchandise 
inspired by the paintings, Lisa Cook Koch, General Merchandise 
Manager, and her staff, especially Valerie Troyansky, Steve Zane, 
Emily Eisenberg, and Lisa Timmins. The dazzling installation of 
the exhibition at the Metropolitan was the work of David Harvey, 
its lighting of Zack Zanolli and Anita Jorgensen, and its graphic 
components of Sophia Geronimus; Chief Designer Jeff rey L. 
Daly gave welcome advice. American Wing technicians Don E. 
Templeton, Gary Burnett, Edward Di Farnecio, and Sean Farrell 
provided their characteristically invaluable help. 

At the Amon Carter Irvin Lippman, Assistant Director, 
offered administrative support, Ruth Ann Rugg managed local 



publicity, and Judith M. Gibbs secured supplementary funding 
from the National Endowment for the Arts for the Fort Worth 
venue. Carolyn LeMaster oversaw loan negotiations. Christopher 
Rauhoff collaborated on the elegant installation in Fort Worth. 

At The Denver Art Museum the presentation and interpreta- 
tion of the exhibition were implemented by Sharp, Lauretta 
Dimmick, Gates Foundation Curator of Painting and Sculpture, 
and Patterson Williams, Dean of Education, and at the Los 
Angeles County Museum of Art by Earl A. Powell III, former 
Director, Stephanie Barron, Acting Director for Curatorial 
Affairs, John P. Passi, Head, Exhibition Programs, and Ilene 
Susan Fort, Curator of American Art. 

At the Virginia Museum of Fine Arts Director Katharine C. 
Lee and Associate Director for Exhibitions and Programs 
Richard B. Woodward gave their support, working with Curry 
and David B. Bradley, Associate Director, Development and 
Marketing, to obtain additional funding for the version of the 
exhibition shown in Richmond. Caroline Doswell Smith provided 
significant administrative and research assistance. Librarian 
Elizabeth Stacey and her staff tracked down elusive books and 
articles. 

The National Endowment for the Arts provided additional 
funding for the Fort Worth venue; and the National Endowment 
for the Humanities awarded a Travel to Collections Grant that 
aided Bolger's research. Finally, Alamo Rent A Car merits yet 
another acknowledgment for its enlightened interest in American 
art and in this exhibition. In particular, we thank Michael S. 
Egan, Chairman, and Marc Cannon, Senior Director of Adver- 
tising and Marketing Resources. 



H. BARBARA WEINBERG 

Curator of American Paintings and Sculpture 
The Metropolitan Museum of Art 

DOREEN BOLGER 

Curator of Paintings and Sculpture 
Amon Carter Museum 

DAVID PARK CURRY 

Curator of American Arts 
Virginia Museum of Fine Arts 
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CATALOGUE 



A Record of the Epoch 



INTRODUCTION 



Passionate Spectators 



Detail, fig. 162 



For the perfect flaneur, for the passionate spectator, it is an 
immense joy to set up house in the heart of the multitude^ 
amid the ebb and flow of movement, in the midst of the 
fugitive and the infinite. 

CHARLES BAUDELAIRE (1863) 

A true historical painter, it seems to me, is one who paints 
the life he sees about him, and so makes a record of his own 
epoch. 

CHILDE HASSAM (1892) 

The American who is useful as an artist is one who studies 
his own life and records his experiences. 

ROBERT HENRI (1923) 

Much of the most engaging American painting from the turn of 
the last century has been classified handily by style: Impression- 
ist for the lightly brushed, high-key works that such artists as 
WiUiam Merritt Chase and Childe Hassam executed in the late 
1 800s and Realist for the darker-toned urban scenes that Robert 
Henri, John Sloan, and their colleagues produced from about 
1905. American Impressionism and Realism: The Painting of 
Modern Life, iSS^-i^i^ proposes that this dichotomy is decep- 
tive, exaggerated by the formalist, monographic focus that gov- 
erns most studies of these artists/ We argue that the continuities 
between the two groups are probably at least as meaningful as 
the differences, which are more subtle than previously assumed, 
especially when they are illuminated by a thematic consideration 
of the paintings within a framework of their social context. We 
will indicate how the tensions and ambivalence associated with 
the emergence of the new America and the new century affected 
both kinds of painters and will explore the complicated relation- 
ships between the actualities of the period and the responses of 
its artists. 

The sympathy of the late nineteenth-century American paint- 
ers for French Impressionism was entirely consistent with their 
habitual interest in French styles and with the material and 
cultural energy of the United States, which echoed and amplified 
the changes that had generated the revolutionary style in France. 
(For simplicity we will use the term French Impressionism to 
denote the work of the entire circle of painters who constituted 
the avant-garde from the mid-i86os through the mid-18 80s; 
we include in this circle of artists Edgar Degas, who was a key 
organizer of their group exhibitions but did not share their 
devotion to outdoor work, and Edouard Manet, who pioneered 
their vision but refused to show with them.) Beginning in the 
1 8 60s American painters had avidly absorbed European ideals, 
especially the French academic commitment to elevated subjects, 
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laborious execution, and high finish and the Barbizon School's 
love of poetic landscape that privileges mood and expression 
over topography. As students in Paris or after they returned 
home, through imported paintings and the example of the work 
of friends, some of these Americans were exposed to the French 
Impressionists' direct, rapidly rendered, rough-textured, light- 
saturated portrayals of modern life. Mary Cassatt aligned herself 
personally and stylistically with Manet and Degas in the mid- 
1870S. John Singer Sargent declared an involvement with the 
new Style by 1879, painting Impressionist-inspired outdoor scenes 
and often refreshing his more conservative efforts as a portraitist 
with experiments in the new idiom. These two prominent expa- 
triates were unusual not only because they adopted Impression- 
ism early but also because most of their compatriots who remained 
in Europe after their student years preferred to pursue academic 
and Barbizon impulses. 

American painters who came home from Europe (usually to 
New York, Boston, or Philadelphia) found the United States in 
the throes of rapid change from an agrarian to an industrialized, 
increasingly urban society. Some — Thomas Eakins, for example — 
adhered to the academic styles in which they were schooled and 
painted carefully constructed images of modern incidents and 
types. Others, although similarly trained, divested themselves of 
academic constraints, were drawn to the work of the French 
Impressionists, and espoused the new mode beginning in the late 
1880S. 

Impressionism disdains established hierarchies of subject, order, 
and finish; avoids clear narrative; embraces the spontaneous; is 
alert to the trivial incident; and empowers the ordinary viewer, 
insisting on his or her engagement with and esteem for fragments 
of familiar — specifically local and national — experience. Some 
of the American Impressionists imitated the new French painting 
only superficially, but the most interesting of them grasped its 
essence. The work of the more sensitive Americans reflects a 
profound immersion in distinctive resonant locales and an adop- 
tion of French Impressionist methods and practices — especially 
outdoor painting — to nourish their portrayals. The statements 
of the Americans reiterate their fundamental understanding that 
personal experience could constitute the subjea matter of art. 
"Hitherto historical painting has been considered the highest 
branch of art; but, after all, see what a misnomer it was," 
observed Hassam in 1892, reflecting on the new priorities he and 
his colleagues had learned from the French Impressionists. "The 
painter was always depicting the manners, customs, dress and 
life of an epoch of which he knew nothing. A true historical 
painter, it seems to me, is one who paints the life he sees about 
him, and so makes a record of his own epoch.'"^ 

The leading American Impressionists who chose to work at 
home — most notably Hassam, Chase, and Theodore Robinson — 
consistently involved themselves with modern life, producing an 



artistic register of the energetic nation on the brink of the twenti- 
eth century. Often capturing the vignette rather than the grand 
panorama, these painters could respond nimbly and directly to 
the bustle and fragmentation that characterized the new order of 
things. They had at their disposal a vigorous style that was 
particularly effective for interpreting a dynamic time in a demo- 
cratic place, or at least the portion of it that they and their 
patrons — most of them white, middle-class urbanites of Anglo- 
Saxon Protestant background living in the northeastern United 
States — were familiar with and preferred to view and record. 
These painters reached an apogee of achievement in the 1890s, 
when their work reflected the country's burgeoning spirit of 
nationalism. After the turn of the century American Impression- 
ism lost vitality, becoming a mainstream style identified with 
obdurate artistic conservatives.^ Yet the aging originators of the 
movement — especially Sargent and Hassam — could demonstrate 
considerable strength even as late as 1920. 

About 1900, younger artists, whom we shall call Realists, set 
themselves apart from and challenged American Impressionism, 
although some of them had experimented in that mode. The core 
of this group — Henri, Sloan, William Glackens, George Luks, 
Everett Shinn, and Henri's student George Bellows — have been 
referred to as the Ashcan School, the New York Realists, and 
even as the Revolutionary Black Gang. Sometimes these painters 
have been incorrectly equated with The Eight, a more varied 
circle of artists with whom all but Bellows exhibited at the 
Macbeth Galleries in New York in 1908."* 

With the exception of Henri and Bellows, the American Real- 
ists had apprenticed as newspaper and magazine illustrators in 
Philadelphia before settUng in New York. In their paintings, as in 
their illustrations, etchings, and lithographs, they turned away 
from the landscapes that the American Impressionists favored 
and disdained their predecessors' tendency toward gentility. They 
concentrated on the city, especially on New York, striving to 
portray its vitality and its seamier side. Conditioned by their 
experience as illustrators, they kept a keen eye on current events, 
advocated a programmatic immersion in modern life, and sought 
visual analogues for the urban-oriented progressivist social and 
political rhetoric of their time. As Holger Cahill and Alfred H. 
Barr, Jr. explained: "They were interested in social and political 
ideas, in the writings of Edward Bellamy and Henry George, the 
optimistic Americanism of Walt Whitman, the humanitarianism 
of Tolstoy, the economic and historical theories of Karl Marx, in 
the labor movement, in the whole complex of late nineteenth 
century idealism which ranged from old-fashioned liberalism to 
socialism and communism."^ Like their literary contemporaries 
Ida M. Tarbell, Frank Norris, Lincoln Steffens, and Upton 
Sinclair, they were fond of editorializing and muckraking. 

Consonant with their quest for a new subject matter they 
turned away from the high-key canvases of Claude Monet, Pierre- 
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Auguste Renoir, Camille Pissarro, and like French painters — 
and even from these artists' highly chromatic depictions of Pari- 
sian streets, parks, and railway stations, which had inspired the 
American Impressionists. They depended instead upon the darker 
manner of Manet and Degas, who had often recorded grittier 
aspects of modern Paris. The American Realists' preference for 
broadly rendered forms was supported by the model of Manet 
and Degas and by their appreciation of an earlier urban painter, 
Honore Daumier; their predilection for summary execution was 
also encouraged by their habit of working from memory, a prac- 
tice Degas had followed and one they had learned as illustrators. 

Yet, despite the American Realists' indebtedness to Manet, 
Degas, and Daumier, their vision is not as tough, bitter, and pes- 
simistic as that of their French predecessors, for they still were 
touched by the euphemistic spirit that buoyed the American 
Impressionists. And although the Realists identified with the 
working class, sympathized with liberal social doctrine, and 
concerned themselves with the grimmest aspects of urban exis- 
tence, they nevertheless subordinated their role as propagandists 
to their role as artists. As a result their works are never as harsh 
or disturbing as the reformist images produced at the turn of the 
century by such photographers as Jacob A. Riis The Realists' 
commitment to a specific vision diminished about 19 15, as 
their pioneering spirit faded and as the radical art introduced 
at the Armory Show of 1913 provoked some of them to experi- 
ment with a variety of modernist ideas. Again, however, there are 
a few fine late canvases that retain the earlier energy. 

The American Impressionists and Realists may have seen 
themselves as two opposed circles of artists, and they are usually 
presented as such. We might suppose that their backgrounds 
conditioned their respective emphases on either gentility or dis- 
mal actuality. Many of the American Impressionists came from 
comfortable families long established in the United States, partic- 
ularly in New England: Frank W. Benson and Hassam were sons 
of wealthy Massachusetts merchants; the New England fore- 
bears of Robinson, Edmund C. Tarbell, and Dennis Miller Bunker 
were less affluent but had deep American roots; Edward E. 
Simmons, nephew of Ralph Waldo Emerson, was reared in the 
Old Manse in Concord; even foreign-born Sargent, son of a 
peripatetic Philadelphia physician, was descended from one of 
Gloucester's earliest merchant families; and Cassatt and CeciUa 
Beaux were daughters of wealthy or reasonably well-to-do Penn- 
sylvania families. By contrast the Realists were more socially and 
economically diverse: Glackens was the son of a railroad worker; 
Shinn the offspring of a bank teller; Luks was raised in Pennsyl- 
vania coal country by activists who fought for miners' rights; 
Sloan's father was a struggling cabinetmaker; and Henri, despite 
his descent from the same Huguenot ancestors claimed by 
Cassatt, was the son of a gambler who lived on the fringe of 
legitimacy. Yet the sociocultural and economic profiles of the two 



groups are blurred: among the Impressionists Willard Metcalf, 
from Lowell, Massachusetts, was the son of a loom tender and a 
carpenter; John H. Twachtman and Theodore Wendel were 
sons of German immigrants of modest circumstances; Chase's 
connections to the upper middle class in New York and South- 
ampton were acquired rather than inherited; and Realist Bel- 
lows, born in Columbus, Ohio, traced his descent from the 
eighteenth-century founder of Walpole, Vermont, through a 
seafaring Long Island grandfather. 

The overlapping backgrounds of the American Impressionists 
and Realists are paralleled in their art by significant intersections 
in style and choice of subject. There were painters in each group 
who experimented in the style of the other. Henri painted Im- 
pressionist glimpses of country and city during the 1890s, before 
taking up his more characteristic Realist palette and vigorous 
brushwork. Glackens turned to Impressionism after producing 
some of his most distinctive paintings in the Realist mode. Ernest 
Lawson saw the city with the ideological bias of his fellow 
ReaHsts but used an Impressionist palette and technique. Chase 
executed portraits and still lifes that are akin in spirit and style to 
works by the Realists as well as to paintings by Manet. 

Both the American Impressionists and Realists felt impelled to 
depict the contemporary scene; together they did so from the 
mid-18 80s to World War I, relying on the example of the same 
movement, French Impressionism, albeit different adherents of 
that movement, and successfully translating a foreign idiom into 
an American one. Like the French, the Americans wished to be 
of their own time and place, and painters and critics alike saw 
both the Impressionists and Realists of the United States as 
helping to reestablish a national artistic voice. Both groups re- 
jected the traditional notion that art must draw its inspiration 
from myth, religion, history, or other art, inverting the academic 
emphasis on culture over nature. Like their French predecessors, 
they recorded the timely moment in contemporary life yet did 
not renounce a desire to create a timeless art. Again like the 
French, the American painters of modern life appropriated ele- 
ments from the art of the past to lend power and credibility to 
their visions of the present, despite their revolutionary stance. 
They were attracted to certain old masters, especially Velazquez 
and Hals, whose work had inspired Degas and Manet to monu- 
mentalize commonplace people and insignificant incidents and 
to experiment boldly with composition, color, and paint applica- 
tion in the interest of seizing the most spontaneous impression of 
their subjects. 

Displaying in their pictures the same duality between new and 
old that is diagrammed in turn-of-the-century skyscraper design 
(see fig. 7), the American Impressionists and Realists also 
echoed the resistance of many American intellectuals to what 
George Cotkin has termed "the imperative to be absolutely 
modern, to reject the wisdom of tradition."^ Finally, the Ameri- 
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can Impressionists and Realists together defined the avant-garde 
in the United States until the Armory Show challenged their 
shared artistic canon by introducing the work of Henri Matisse, 
Pablo Picasso, Marcel Duchamp, and other advanced European 
artists to the American public. 

Critics who were the contemporaries or near contemporaries 
of the painters and then the commentators who followed them 
ignored similarities between the American Impressionists and 
Realists in order to emphasize their differences. Having passed 
its heyday at the close of the last century, American Impression- 
ism has been understood by twentieth-century observers as an 
homage to bygone days, while American Realism, which came to 
the fore after 1900, is credited with having begun afresh. It is 
likely that the rift was exaggerated by such cultural-nationalist 
writers as H. L. Mencken and Van Wyck Brooks and by curators 
of similar bent, including Lloyd Goodrich and Edgar P. Richard- 
son. Searching for a usable American past and demanding that 
their colleagues limit their focus to American life, these authors 
and museum people preferred the Realists, who rejected an 
ostensibly European-tainted gentility and cosmopoUtanism, and 
they aggrandized their Americanness.^ In fact, from about 191 5 
to 194 5 , when the cultural-nationalist search for what was Ameri- 
can in American art guided the interests of American scholars, 
curators, and collectors, American Impressionism was deemed 
too French to reward much scrutiny. 

That the American Impressionists and Realists reached their 
maturity in different centuries has reinforced the perceived di- 
chotomy between them. The American Impressionists have been 
interpreted as the heirs to a painterly tradition originating in the 
seventeenth century and studied by scholars of nineteenth-century 
art, while the Realists are in the province of twentieth-century 
specialists who have searched their work for harbingers of later 
developments. Their pictures have suffered an analogous artificial 
division and are often shown in museums and galleries by sepa- 
rate curatorial departments that emphasize the year 1900 as a 
divider. 

The Impressionists and Realists painted during the same 
period in American culture, an unsettling, transitional time in 
which confidence and doubt, excitement and trepidation coex- 
isted. Tantalized by the American Impressionists' belief that "the 
great record of America must come from Americans themselves," 
as Chase put it in 1910, and by the Realists' credo that "the 
American who is useful as an artist is one who studies his own 
life and records his experiences; in this way he gives evidence," 
as Henri explained it in 1923,^ we have explored the context in 
which these artists worked to discover in their paintings mean- 
ings beyond formal expression. Consistently the pictures that 
announced themselves as essential for inclusion in our exhibition 
and for discussion in this publication disclosed a triad of broad 



interests shared by both groups: the country, the city, and the 
home. These works also reflect changes in the way their creators 
perceived themselves, as their social and professional roles and 
new stylistic and formal concerns evolved. Such changes in the 
self-image of these artists were sometimes crystallized in depic- 
tions of the painters in their studios. 

Artists distill the underlying assumptions and changing values 
of the culture in which they work. Because they were free to 
choose and alter realities, the American Impressionists and Real- 
ists left us an edited record, incomplete evidence of the country, 
the city, and the home as they appeared to some of them in 
France and to most of them back in the United States, Acknowl- 
edging manifold complexities and trying to avoid preconceptions 
in reading and describing the paintings, we relied primarily on 
the works of art themselves to present the record and the evi- 
dence, to lead us to the most appropriate tneans of interpreta- 
tion. But in attempting to draw from the pictures clues to prevailing 
attitudes toward modern Hfe between 1885 and 1915, we have 
observed the warning uttered by John La Farge in 1899: "It is 
not possible that a work of art should define like science and still 
move like poetry. . . . Because of the peculiarities of [the artist's] 
work ... no person can explain that work perfectly in terms of 
words."^° 

Because we are not wedded to a single method, we have 
attended to the accounts offered by texts as well as by images, 
pursuing patterns between them. However, the paintings have 
always guided us to the extrinsic sources in social commentary 
and history that might verify or refute our hypotheses. Our effort 
has been to pinpoint pictorial strategies, to seek relationships 
between strategies and contexts, to suggest issues that the artists 
and their contemporaries might have considered in creating and 
understanding these paintings, to allow the paintings to reveal 
their complexity and meaning and sometimes even to remain 
inscrutable. We do not offer a social history of the United States 
at the turn of the century with American Impressionist and 
Realist illustrations. Rather, we propose that our selective group 
of pictures — chosen for their artistic quality as much as for their 
value as expressions of the temper of the times — can illuminate 
some of the ways in which the American Impressionists and 
Realists responded to life around them. 

Our treatment of individual paintings was conditioned by the 
sorts of subjects portrayed, which range from generic landscapes 
and figural images to depictions of specific sites and individuals. 
Apposite texts, both primary and secondary, include synthetic 
treatments of broad issues such as the changing roles of women 
or the development of a consumer culture as well as detailed 
accounts of particular phenomena and places. Because our voice 
necessarily shifts in response to the images and issues under 
consideration, we invoke James McNeill Whistler's acidic reply 
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to p. G. Hamerton's complaint that his Symphony in White, No. 3 
(Barber Institute of Fine Arts, University of Birmingham, England) 
was "not precisely a symphony in white," since yellow, brown, 
blue, red, and flesh color also appeared: "Bon Dieu! did this wise 
person expect white hair and chalked faces? And does he then, 
in his astounding consequence, believe that a symphony in F 
contains no other note, but shall be a continued repetition of 
F,F,F?— Fool!"" 

Recent scholarship on French Impressionism has already re- 
vised long-standing formaHst notions that Monet and his contem- 
poraries selected and presented motifs only in terms of their 
value as visual stimuli. With the help of Robert L. Herbert and 
other perceptive art historians, we have come to appreciate the 
significance of French Impressionist subject choice and to under- 
stand the reciprocal relationship between the sites that the Im- 
pressionists chose to paint in the new Second Empire and Third 
Republic Paris and environs and the new style in which they 
painted them. ^ ^ Taking some of these writers as models — and like 
other scholars who have begun to reexamine famiUar American 
paintings and place them in a cultural context^ ^ — we have shown 
American Impressionism and Realism in the light of turn-of-the- 
century society. In this way we have sought to remedy the for- 
malist isolation of artist and work of art. By pinpointing the 
themes and subjects that the Americans depicted, as well as those 
that they chose to avoid, we propose to explicate the ways in 
which Americans adapted the French Impressionist pattern of 
engagement and elision. 

The repatriated American Impressionists and the ReaUsts con- 
fronted a country in the throes of revolutionary transformation 
from a conservative agrarian society based on a home-centered 
economy, personal relationships, and cooperation to an expanding, 
dynamic, urban, industrialized nation with a workplace-centered 
economy marked by anonymity and competition.^"^ Furious de- 
bates raged over trusts, tariffs, and taxes. There were labor 
disputes so intense that the era was dubbed the Great Upheaval. 
Manufacturing and trade vastly increased the national wealth, 
but the gap between rich and poor widened; by 1890, i percent 
of Americans held more wealth than the entire remainder of the 
population. An unfamiliar mingling of classes brought about by 
industrialization, urbanization, and immigration led the wealthy 
to wonder how the other half lives and simultaneously to with- 
draw into a restricted society devoted to fashion and social 
extravagance. Meanwhile a self-conscious middle class contin- 
ued to define its values, shape its image, and enjoy new comforts. 
Between the Civil War and World War I twelve new states were 
admitted to the Union, increasing the area of the United States 
by about one third. Agents in Europe sought settlers for the land 
opened up by the two hundred thousand miles of rail in opera- 
tion by 1900. Increased immigration, especially from southern 



and eastern Europe, and the resettlement of growing numbers of 
African-Americans in northern cities altered urban demograph- 
ics and magnified awareness of ethnic, racial, and class differ- 
ences and barriers. Divisions between the public and private 
realms as well as between work and the family were clarified and 
gender roles were reconfigured. Professionalization and special- 
ization emerged in all areas, from manufacturing and medicine 
to academe and art. Caught in this unprecedented economic, 
social, and cultural shift, Americans were coming to terms philo- 
sophically with the end of a world that once had seemed timeless 
and literally adjusting to standard time and time clocks, rapid 
transit, assembly lines, and efficiency experts. 

Industrialization created a consumer culture that also sepa- 
rated the new America from the old.^^ Thriftiness and chronic 
scarcity gave way to somewhat more liberal spending and rela- 
tive abundance. A new and bewildering variety of goods and 
services appeared, and, for most, there was more leisure time in 
which to enjoy them. There was evident tension between the 
sense of loss of the simpler rural past and the heady excitement 
of the new: telegraphs and telephones, automobiles, typewriters 
and adding machines, apartment houses, elevators, electric light- 
bulbs, water closets, phonographs, flying machines, fountain 
pens, wireless radios, Bakelite, safety razors, zippers, moving 
pictures, Kodak pocket cameras. Linotype and mimeograph ma- 
chines, and mass-circulation journals. Activities associated with 
the production of goods and services were joined by activities 
associated with the production of desire for those commodities. 
By the 1880s works of art were newly important to consumers 
learning unfamiliar habits of accumulation and display. 

Impressionists and Realists were not the only artists who 
treated the new America in their paintings. Immigration and 
bitter labor disputes were among the emotive topics that lent 
themselves to epic scenes rendered in the grand academic man- 
ner. Charles Ulrich's In the Land of Promise — Castle Garden 
and Robert Koehler's Strike (figs. 1,2), for example, offer 
melodramatic, moralizing narratives on these themes. However, 
controversial subjects could be detrimental to an artist's com- 
mercial success. The Strike^ apparently based on an 1877 rail- 
road workers' strike in Pittsburgh, provoked unfavorable comment 
when it was exhibited at the National Academy of Design in 
New York in 1886, a year of extreme labor unrest that included 
the Haymarket Square riot in Chicago.'^ Highly charged mes- 
sages of this kind did not reappear in Koehler's work. 

Few painters of the late nineteenth century portrayed the 
problems of modern Hfe in the United States, and the American 
Impressionists avoided them almost entirely. Given the political, 
economic, and social confusion prevailing in the 1880s, it is not 
surprising that these well-bred Impressionist artists downplayed 
the drearier aspects of the American scene. They were, to be sure. 
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trying to make a living, as were a host of other American painters, 
ranging from Edward Lamson Henry to WiUiam H. Lippincott 
(see figs. 55, Z39), who eschewed controversial themes as well 
as the liberating effect of French Impressionism on their style. 

Despite their openness to fresh ideas regarding style and sub- 
ject choice, the American Impressionists were ambivalent about 
social change. The inclination of both the Impressionists and the 
more conservative painters to enhance the positive elements of 




Fig. I Charles Ulrich. In the Land of Promise — 
Castle Garden, 1884. Oil on wood, 28 Vs x^^V4 in. 
(72.1 X 90.8 cm). The Corcoran Gallery of Art, 
Washington, D.C., Gallery Fund 00.2 



reality echoed the attitudes of such American writers as William 
Dean Howells, who recommended in his Criticism and Fiction of 
1891 that novelists "concern themselves with the more smiling 
aspects of life, which are the more American."^^ In some measure 
the American Impressionists recapitulated the idealizing tenden- 
cies of mid-nineteenth-century landscape painters, recasting their 
euphemism and optimism in more modern stylistic terms and 
replacing their devotion to nationally significant sites with a 
devotion to personally meaningful places. Not until the early 
1900S, after several decades of turbulent social change had made 
tough, plebeian subjects more familiar to the public at large, did 
the American Realists self-consciously embrace dissent, contro- 
versy, and social commentary. But even these supposed radicals 
took some care to avoid what was most unpleasant in modem 
life. As we tested the visual record — the works of art — against 
written accounts, we found almost inevitably that both the 
American Impressionists and Realists tempered a commitment 
to portraying turn-of-the-century life with a tendency toward 
euphemism, optimism, nationalism, and nostalgia. 

Euphemism and optimism distinguish the works of American 
artists from those of their French mentors and counterparts — 
academic, Barbizon, and Impressionist.^^ The duality between 
American euphemism and optimism and European, especially 
French, candor is apparent not only in painting but also in other 
cultural manifestations. Turn-of-the-century American novels, 
for example, avoid the cynicism that marks comparable French 
efforts. Theodore Dreiser's tale of hard times written in 1900, 
Sister Carrie^ or Stephen Crane's account of a prostitute, Maggie: 
A Girl of the Streets of 1893, do not approach in frankness the 
drama of class struggle, urban malaise, bleak poverty, and degra- 




Fig. 2 Robert Koehler. The Strike, 1886. Oil on 
canvas, 725/3 x 1103/4 in. (184.5 x 281.3 cm)- 
Deutsches Historisches Museum, Berlin, Purchase, 
Funded by Ame Psille, Berlin 
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dation portrayed in Emile Zola's Nana of 1880. The French 
stories, told in paint or in words, almost always are far more 
direct and brutal than their American analogues. The French 
paintings and books are outspoken, full of dissonance, confron- 
tation, ambiguity, alienation; the American, by comparison, are 
studies in harmony or, at least, accommodation. 

We can merely speculate on the reasons for the prevalence of 
positive impulses among American artists, on why, for example, 
the painters never show workers to be as oppressed as the toilers 
in French pictures: the decorously posed figures in the American 
academic Thomas Anshutz's Way They Live (fig. 3) and 
the exhausted peasants in the Frenchman Jules Bastien-Lepage's 
Les Foins [Haymakers) (fig. 4) are cases in point. We can only 
begin to suggest why the American paintings that respond to 
French Impressionist models do not look French, even when they 
were executed by expatriates in France. 

The desire to make their pictures marketable — particularly in 
competition with more dour French works — may have persuaded 
American painters to banish or at least dilute negative messages 
about contemporary America. They were, after all, distilling in 
their accounts of modern life the results of their patrons' enter- 
prise and perhaps felt obliged to put these collectors and their 
achievements in the best possible light, to celebrate rather than 
to fault familiar places and people. With their emphasis on 
sunlight, American Impressionists could conjure up an especially 
agreeable world for their patrons, who did not have to know the 
classics, the Bible, or the events of history in order to appreciate 
the pictures of everyday realities with which they were presented. 
Tenacious American prudishness — which required American 
academics to adopt subterfuges, for example, painting scenes of 
Native American life if they wished to depict the nude — hampered 
investigation of such earthy subjects as prostitutes, who were 
often portrayed by Degas and Manet. The rarity of prostitutes in 
American paintings contradicted their presence in late nineteenth- 
century life. In fact, Stanley Coben has noted, "The large number 
of mostly lower-class female prostitutes in American as well as 
in European Victorian cities served as one of the landmarks of 
the age.""° 

Finally, faith in newness and a repudiation of Old World pessi- 
mism were integral to the founding and growth of the United 
States. In postbellum America the sense of renewal that followed 
the restoration of peace and the reconfiguration of the lives of 
whites and blacks alike could inspire any number of positive 
responses; it could, for example, prompt Anshutz to suggest in 
his subjects a measure of personal productivity and composure 
that was unavailable to eternally downtrodden French peasants. 
The extreme of American optimism, and its most vivid meta- 
phor, was the notion that magnetized turn-of-the-century immi- 
grants: in America the streets are paved with gold. The evident 
tendency of American painters and writers to organize their 




Fig. 3 Thomas Anshutz. The Way They Live^ 1879. 
Oil on canvas, 24 x 17 in. (61 x 43.2 cm). The 
Metropohtan Museum of Art, New York, Morris K. 
Jesup Fund, 1940 40.40 



Fig. 4 Jules Bastien-Lepage. Les Foins (Haymakers)^ 
1878. Oil on canvas, 61 x 70^/8 in. {154.9 x 180 cm). 
Musee d'Orsay, Paris 
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Fig. 5 Childe Hassam. Late Afternoon^ New York: Winter, 1900. Oil on canvas, 
37 X 29 in. (94 X 73.7 cm). The Brooklyn Museum, New York, Dick S. Ramsay 
Fund 62.68 
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Fig. 6 Robert Henri, Street Scene with Snow (sjth Street, N.Y.C.), 1902. Oil on 
canvas, 26 x 32 in. {66 x 81.3 cm). Yale University Art Gallery, Nev^^ Haven, The 
Mabel Brady Garvan Collection 1947.185 
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sense of the world according to optimistic national ideals helps 
to explain their lack of acerbity, even when their intention was to 
deny "the more smiling aspects" and to record the most dreary. 

Hassam's Late Afternoon, New York: Winter and Henri's 
Street Scene with Snow (57th Street, N,Y,C,) (figs. 5, 6), two 
nearly contemporaneous city scenes, exemplify the attitudes of 
the American Impressionists and Realists, respectively. Together 
these paintings reveal the continuities between the approaches of 
the two generations of artists as well as the gentility of the 
American treatment of urban imagery relative to French practice. 
If we consider them within the French Impressionist spectrum, 
both pictures are much further removed from Gustave Caillebotte's 
ambiguous and vaguely disturbing Paris Street; Rainy Day 
(fig. 160) than from Monet's seemingly pleasant Rue Montorgeuil, 
Paris, Festival of June ^o, i8y8 (fig. 180) — and they are yet more 
distant from Manet's or Degas's unremittingly cynical accounts 
of Parisian people and places. 

Hassam's vertical format allows him to enlist elements of the 
urban scene to create an elegant tapestry, featuring the distant 
skyscraper, with its roofline lost in the snowstorm. By using this 
indubitably modern building only as a part of a faraway back- 
drop, Hassam increases its potential to fulfill his own description 
of a skyscraper as "more beautiful than many of the old castles 
in Europe, especially if viewed in the early evening when just a 
few flickering lights are seen here and there and the city is a 
magical evocation of blended strength and mystery.'"^^ Hansom 
cabs and a trolley car, saplings surrounded by railings, and a few 
figures trudging in the snow seem embroidered into the web of 
the city and the weave of the canvas by Hassam's delicate stitches 
of paint. Like sequins sewn onto lavender fabric, a few lighted 
windows and shop fronts provide sparkling accents against the 
dark buildings. These windows, illuminated by electric light, 
which was still new at the time the picture was painted, offer a 
subtle contrast to the old-fashioned gas lamps shown along the 
curb at the left. 

The scene is soft and shimmering, a romanticized commen- 
tary on the modern city. Although Hassam has probably de- 
picted a specific site — it may be Fifty-ninth Street and Central 
Park South looking east toward Seventh Avenue^^ — he seems far 
more interested in urban poetry than in topography. A single 
overall tone punctuated by brilliant touches of light and evoking 
the delicate half shadow of the day's end unifies the composi- 
tion. The image echoes the nocturnes based on urban scenes that 
Whistler painted beginning in the 1860s and recalls his remarks, 
made in 1885, on the expressive potential of evening light: 
"When the evening mist clothes the riverside with poetry, as with 
a veil, and the poor buildings lose themselves in the dim sky, 
and the tall chimneys become campanili, and the warehouses are 
palaces in the night, and the whole city hangs in the heavens, 
and fairy-land is before us . . . Nature, who, for once, has sung in 



tune, sings her exquisite song to the artist alone, her son and 
master.'"^^ Hassam adds to twilight another softening element — 
snow that covers the pavements, suggests the muffling of the 
city's harsh sounds, and further veils the edges of the forms that 
the failing light has begun to obscure. Hassam's New York was 
already a frenetic place, but his image conveys a feeling of 
serenity, with associations of leisure and pleasure rather than 
of the competitive struggles of the workaday world. 

Executed only two years after the Impressionist view was 
completed, Henri's Street Scene with Snow (yyth Street, N.Y.C.) 
also provides a firsthand account of the mundane elements of 
contemporary life in a winter storm.^'^ By comparison with 
Hassam's restrained and evocative street scene, it is less aesthet- 
icized and more energetic. Snow no longer falls, as it does in 
Hassam's painting, and so does not soften forms as markedly; 
here it covers the streets and has become slippery and dirty, incon- 
venient rather than beautiful. And Henri portrays the snow, as 
well as other elements in his picture, with a loaded brush carrying 
thick dollops of viscous paint. The medium itself embodies the 
vigor of the urban subject, the raw actuality of a New York 
street, and seems as thick and heavy as the wet snow shoveled by 
the man shown at the left. Henri places no buffer between the 
audience and his scene, unlike Hassam, who uses a broad and 
delicately painted expanse of snow-covered foreground street to 
distance the viewer from his pedestrians and hansom cabs. In- 
stead, slushy tracks left behind Henri's cab as it retreats up the 
center of the street pull the viewer into an activated pictorial 
space. We participate directly in an entirely familiar event — most 
of us probably have experienced a snowstorm in the city in much 
the same way that Henri himself, and the pedestrians he portrays 
hurrying along the sidewalks, did. Painting "is the study of our 
lives, our environment,"^^ proclaimed Henri, and he demonstrates 
his faith in that credo here. 

Henri's horizontal format takes in a broader urban vista than 
Hassam presents. Henri gives us more of the city than Hassam 
does and possibly even reiterates a panoramic movie of 1901— 2, 
New York in a Blizzard— 3. very modern portrayal of modern 
life.^^ The artist looked east on Fifty-seventh Street from Seventh 
Avenue toward Sixth, along which ran the spur line of the 
elevated railway that ended one block to the north; the signal 
tower of the el appears above the tracks. We are urged into the 
distance by the convergence of long lines of elegant four-story 
brownstones on either side of the wide thoroughfare. The rhyth- 
mic procession of the houses toward the el in the background is 
accented by the sequence of their high stoops and is interrupted, 
at the left, on the north side of Fifty-seventh Street, by the 
distinctive spire of the old Calvary Church, which pierces the 
turbulent sky.^^ The Realist's painterly vigor contrasts with 
the Impressionist's delicacy, but even his picture has a patina of 
nostalgia. While Hassam had romanticized a modern skyscraper 
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Fig. 7 Edward Steichen. The Flatiron, 1904. Gum- 
bichromate over gelatin silver print, 195/8 x 153/8 in. 
(49.8 X 39.1 cm). The Metropolitan Museum of Art, 
New York, Alfred Stieglitz Collection, 193 3 3 3.43.44 

by obscuring it with shimmering veils of color, Henri tempers 
the currency of his more modern street scene by including a 
neo-Gothic structure that symbolizes long-established reUgious 
values. Contrary to what we might expect, Henri announces 
his link to the past more decisively than Hassam, not only by 
depicting the church but also by emulating the agitated skies and 
distant steeples of seventeenth-century Dutch landscapes. 

And Henri also shares some of Hassam's gentility through his 
choice of site, two blocks south of the locale that Hassam may 
have portrayed. Fifty-seventh Street was flanked by elegant houses 
that were attracting prominent New York families by the 1880s; 
as Henri's account of brownstones indicates, the street was still 
principally residential when he painted it. (It would become 
known as New York's Rue de la Paix by the 19205.)^^ The west- 
ern half of Fifty-seventh Street was also an important cultural 
center for the city at the turn of the century, for it was home to 
many artists' studios — including Hassam's and Henri's own^*^ — 
to Chase's New York School of Art, where Henri had begun to 
teach in 1902, and to the American Fine Arts Society, which 
housed the Society of American Artists, the Architectural League, 
and the Art Students League. Carnegie Hall was on the corner of 
Seventh Avenue, a block away from this exalted area. In depict- 
ing refined Fifty-seventh Street, Henri remarks on his own rarefied 
environment. Like Hassam, he eschews more pointed commen- 




Fig. 8 Alfred Stieglitz. Winter — Fifth Avenue, 1892. 
Photogravure, SVk x 6 in. {21.6 x 15.2 cm). The 
Metropolitan Museum of Art, New York, Gift of 
J. B. Neumann, 1958 58.577.20 

tary on urban life, portraying a snowy evening in a genteel 
neighborhood and ignoring less affluent parts of the city where 
the poor suffered under midwinter conditions. 

Hassam and Henri were not the only artists who portrayed 
the snowbound city in positive, euphemistic terms. Such photog- 
raphers as Edward Steichen and Alfred Stieglitz recorded Pictorialist 
cityscapes (see figs. 7, 8) that share with Hassam's and Henri's 
nearly contemporaneous paintings a common vision: all 
are realistic in that they are candid accounts of mundane ele- 
ments of modern life but romantic in their veiling of those 
everyday facts and events in snow or steam, twilight or haze.^ ^ 
Even Riis — whose photographs and articles are usually far more 
uncompromising than Realist paintings or Pictorialist photographs 
in describing the grim facts of city life — saw a silver lining in 
winter storms. They inspired charity, he said, adding with deter- 
mined cheerfulness: "I do not believe even an unusual spell of 
winter carries in its trail in New York such hopeless martyrdom 
to the poor as in Old- World cities, London, for instance. There is 
something in the clear skies and bracing air of our city that keeps 
the spirits up to the successful defiance of anything short of actual 
hunger."^ ^ To some degree, as commentators on turn-of-the-century 
Hfe, Hassam and Henri, Steichen, Stieglitz, and Riis all reinvented 
reality in a positive light in their art and in so doing typified the 
American tendency toward euphemism and optimism. 
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Academics Made Modem 



// saw a show] of a new school which call themselves 
"Itnpressionalists." ..At was worse than the Chamber of 
Horrors. 

J, ALDEN WEIR (1877) 

A thing that is finished is dead A finished technique 

without relation to life is a piece of mechanics, it is not a 
work of art. 

ROBERT HENRI {1910) 

After only fifteen minutes J. Alden Weir fled the 1877 exhibition 
of the French Impressionists in Paris. He wrote home, "[I saw a 
show] of a new school which call themselves 'Impressionalists.* I 
never in my life saw more horrible things They do not ob- 
serve drawing nor form but give you an impression of what they 
call nature. It was worse than the Chamber of Horrors."^ ^ Thus 
he expressed the conservative resistance to the new painting 
shared by many artists of his generation, both American and 
European, as they completed their academic training and launched 
careers, aspiring to critical and commercial success. Although 
they decried the French Impressionists' rejection of academic 
standards at first. Weir, Robinson, Twachtman, and other paint- 
ers who returned to the United States after studying abroad 
eventually synthesized an American Impressionist style. They 
joined the broken brushwork and light palette of French Impres- 
sionism to a strong academic armature and, like the French 
Impressionists, found their subjects in everyday experience. 

The American Realists, who emerged after 1900, built upon 
their predecessors' commitment to making art about life, but 
they eschewed the Impressionists' technical virtuosity and deni- 
grated their efforts as art for art's sake. Their urge to replace the 
pohte aristocratic themes of the Impressionists with a dark urban 
subject matter and their espousal of progressivist doctrine we 
have already mentioned. The American Realists' challenge was 
visual as well as ideological. They favored strong, coarse brush- 
work and simplified forms in rejection of academic finish and of 
the controlled feathery stroke used by the American Impression- 
ists. As we have noted, they employed a somber palette that 
banished the American Impressionists' bright, cheering colors 
and high key. They adopted such bold and startling composi- 
tional formats that it is easy to see how their paintings affronted 
viewers accustomed to more conventional pictures. They were 
able to repudiate much that was traditional, in part because their 
academic training was limited compared with that of the Ameri- 
can Impressionists, yet they were willing to draw inspiration 
from older art. 



Finally, the ReaUsts proposed that expression of palpable 
emotion should take precedence over any concern for style, 
especially as it related to the finish they disdained. Declared 

Henri in 1910: "A thing that is finished is dead A thing that has 

the greatest expression of life itself, however roughly it may be 
expressed, is in reality the most finished work of art. A finished 
technique without relation to life is a piece of mechanics, it is not 
a work of art."^^ With such pronouncements Henri and his 
colleagues reordered the priorities of the previous generation. 
For them "art that expresses the spirit of the people of today" 
was the only necessary art.^^ "Art cannot be separated from life," 
said Henri. "It is the expression of the greatest need of which life 
is capable, and we value art not because of the skilled product, 
but because of its revelation of a life's experience." 

A comparison of Hassam's F/onsf (fig. 9)^^ with 
Sloan's Easter Eve (fig. 10) suggests aspects of the relationship of 
American Impressionism and Realism to modern French paint- 
ing; it illustrates as well the continuities and contrasts between 
the two schools, in particular demonstrating that the Impression- 
ists manifested a greater concern with academic foundations 
than did the Realists who followed them.^^ Rather than painting 
a celebration of Flora or an allegory of Spring, such as an 
academic might have invented, both artists depict flower shops, 
ordinary fixtures of bourgeois commerce. The two canvases 
address the remoteness of city dwellers from unspoiled nature, a 
central issue of urban existence that engaged painters of modern 
life in France and the United States. 

Both Hassam and Sloan let an incidental transaction — the 
sale of hothouse flowers — stand as a visual metaphor for the 
commodification of nature in the city and for the transformation 
of nature from a necessity into a luxury. Although they eschew 
the pointed narrative we would expect from an academic painter, 
both artists convey a message by presenting a mixture of types 
and classes, subtly reminding the viewer that not all city dwellers 
could afford to refresh their urban surroundings with purchased 
floral arrangements. Both base their pictures on personal obser- 
vation: Hassam's serene Parisian tableau is distilled from the 
kind of picturesque exchange that he could have witnessed near 
his Montmartre studio at 11, boulevard Clichy; Sloan's subject is 
a New York flower shop across the street from his home at 165 
West Twenty-third Street. 

Hassam juxtaposes two women of distinctly different circum- 
stances in the Florist. A flower vendor who wears an old- 
fashioned peasant cap and is enfolded in a crisp white apron, in 
the same way that her bouquets and potted plants are wrapped in 
white paper coverings, gathers up pots of primroses and azaleas 
selected by a customer in up-to-date urban street dress. The 
country-city juxtaposition provided by the contrasting garb of 
the two women is reinforced by the telling counterpoint of the 
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living plants held by the vendor and the artificial flowers on her 
patron's hat. Like the urbanite who has given up direct contact 
with nature, the plants and bouquets that are for sale — the rose 
tree on the right and the wrapped pink and purple azaleas on the 
left, for example — have been adapted to the city, pruned to 
standards, subjected to the attention and manipulation of gar- 
deners."**^ The customer tilts her head; perhaps she considers 
adding to her purchases the potted yellow primrose held up by 
the small child at the left. Although the child and the two figures 
behind her wear white caps like that of the aproned flower seller, 
the relationship among these three women and the little girl is as 
ambiguous as are the circumstances and identity of the solitary 
shopper, and the picture is open to multiple interpretations. 

Sloan's Easter Eve parallels Hassam's At the Florist in its focus 
on feminine pursuits and avoidance of straightforward narrative. 
In Sloan's painting the woman shopping for flowers is accom- 
panied by a top-hatted male companion. She reaches for the lilies 
she has chosen, in a gesture that is echoed by the open hand of 
the flower vendor. The only clear human relationship is grounded 
in this transaction, for Sloan does not tell us how the man and 
woman are connected to each other. The three figures form a 
tight group, sheltered from the rain under an open umbrella. 
Another woman, who is unaccompanied, looks on at the vi- 
gnette, while a second top-hatted man, walking out of the pic- 
ture space on the left, ignores it. In contrast to Hassam's static 
tableau, Sloan offers what seems like a fleeting moment observed 
in the city, although his painting, like Hassam's, was executed in 
the studio. The scene takes place in New York, but a sign with 
the French word cafe, made prominent in a rectangle of yellow 
light, stirs associations with France, and by extension, with the 
French art — perhaps the cafe scenes of Manet and Degas — that 
nourished Sloan. 

Sloan's figures embody a detachment that the artist himself 
seems to have felt as he observed this modern moment. In 1907, 
three days before Easter, Sloan wrote in his diary: "I saw an idea 
for a picture in the Flower Shop across the way. Stock out in 
front and open all night on account of Easter.'"*^ Two years 
earlier a writer for Harper's Weekly had described the "great 
outpouring" of Easter flowers: "The churches are filled with 
them, the worshippers wear them, friends send them to one 
another, one sees them in the streets and in the windows of dwell- 
ings. Everyone who feels the Easter spirit and can lay hands on a 
flower keeps the flower in sight in evidence of sympathy with the 
prevailing sentiment.'"*^ But Sloan, who referred to this canvas 
simply as "the Flower Stand picture" in his diary, did not share 
"the prevailing sentiment." He wrote of his Easter Sunday that 
year with evident cynicism: "While out for papers as usual, I 
stopped on Fifth Avenue and stood for nearly an hour watching 
the Easter dressed throngs coming from their honorable Easter 



services — very funny humans. I didn't feel at all one of them, 
just then."45 

Sloan casts himself here in the role of flaneur — the neutral 
observer of contemporary life who keeps his engagement artfully 
hidden. That a modified version of this role was possible for 
Sloan and the other American painters of modern life is illumi- 
nated by Charles Baudelaire's exquisite insight: "For the perfect 
flaneur^ for the passionate spectator, it is an immense joy to set 
up house in the heart of the multitude, amid the ebb and flow of 
movement, in the midst of the fugitive and the infinite.""^"* 

At the Florist is a conservative essay by Hassam, who often 
was more adventurous; as such it reminds us that he and his 
colleagues painted hybrids, emphasizing to varying degrees at 
different times the academic or Impressionist component of their 
styles. Immersed in traditional techniques, they sometimes pro- 
duced pictures that are distinguished from works by the American 
academics who were their contemporaries only by an Impres- 
sionist veneer. At the Florist is a case in point: while Hassam 
uses the Impressionists' high-key chromatic palette in the paint- 
ing, he retains a strong academic scaffolding, including the firm 
outlines and crisp drawing associated with academic methods. 
Although an experienced draftsman, with skills honed in illus- 
tration, Sloan, by contrast, flouts the academic canon with his 
painterly style in Easter Eve^ sacrificing detail to patterns of light 
and shade, summarizing the specifics of anatomy and physiog- 
nomy, Hassam devises a traditional stagelike space, measured off 
with paving blocks and diagonal puddles, across which he strings 
his principal elements in a shallow stately frieze. Sloan, on the 
other hand, abruptly disposes arrhythmic patches of light and 
dark to convey a far greater sense of action, one more strategy in 
the complex of expressive and styUstic continuities and contrasts 
that makes his painting and Hassam's paradigmatic of the rela- 
tionship between the American Impressionists and Realists. 

The degree to which academic procedures are evident in the 
works of the American painters of modern life generally reflects 
the extent of their exposure to or detachment from Beaux- Arts 
instruction. Beginning in the 1860s the ambitious program at 
the Ecole des Beaux-Arts in Paris, the prestigious government- 
sponsored academy, estabUshed the standard for artistic practice 
not only in private schools that began to flourish in the French 
capitaH^ but also ultimately in the United States, American paint- 
ers, who had always been responsive to European influences, 
started to go abroad in the 1870s in huge numbers, usually to 
Paris, to learn their craft. Aspiring painters who had scraped 
together precious funds for limited foreign schooling followed 
their teachers' advice to visit the Louvre to study the old masters 
and to emulate the Salon stars. One conservative American 
pupil, H. Siddons Mowbray, recalled that "the Beaux Arts stu- 
dents regarded their school as the sole rampart against realism, 
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Fig. 9 Childe Hassam. At the Florist, 1889. Oil on canvas, 363/4 x 54 V4 in. 
(93.4 X 137.8 cm). The Chrysler Museum, Norfolk, Virginia, Gift of 
Walter P. Chrysler, Jr. 71.500 
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Fig. lo John Sloan. Easter Eve, 1907. Oil on canvas, 3Z x 26 in. (81.3 x 66 cm). 
Collection of Deborah and Edward Shein 
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Fig. II J. Alden Weir. At the Water Trough^ 1876-77, 
Oil on canvas, 17 V4 x 14^/4 in. (43.8 x 36.2 cm). 
National Museum of American Art, Smithsonian 
Institution, Washington, D.C., Museum Purchase 
1978.125 



impressionism and other vagaries of a rebellious nature.'"*^ "The 
Americans come over here, and what do they admire?" com- 
plained George Moore as late as 1886. "Is it Degas or Manet? 
No, Bouguereau and Lefebvre.""^^ 

At the Water Trough (fig, 11) , completed by Weir at about 
the same time he penned his denunciation of Impressionism, re- 
flects the lessons of his student years in Paris and testifies to the 
accuracy of Moore's lament. With an academic's disdain for the 
familiar, Weir chose a picturesque gHmpse of Spanish life as his 
subject, presenting it in the same way that his Beaux- Arts teacher, 
Jean-Leon Gerome, had portrayed an exotic courtyard in The 
Draughts Players (fig. 12). Weir's pyramidal group of graceful 
peasants on a shallow foreground stage filled with diverting 
props closely mimics Gerome's composition and depends upon 



careful notes and travel sketches that he refined back in his Paris 
studio, working from Latin models hired for additional study. 

Even in the late 1880s in works by the Americans in Monet's 
circle, traces of academicism could still be found. An example is 
La Vachere (fig. 13), painted by Robinson on a monumental 
Salon scale the year after he became Monet's neighbor at Giverny. 
Here the American constructs an organized space according to a 
classical arrangement of carefully drawn solid forms, over which 
he lays a veneer of Impressionist color in broken strokes. Robinson 
was reluctant to renounce academic attitudes with respect not 
only to scale, composition, and form but also to subject choice — he 
shows a charming Frenchwoman of the type that Daniel Ridgway 
Knight, Charles Sprague Pearce, and other American and French 
painters of peasants habitually depicted in more conservative styles."*^ 
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Fig. 12 Jean- Leon Gerome. The Draughts Players, 
1859. Oil on poplar, 16 x 11^4 in. {40.6 x 28.6 cm). 
The Wallace Collection, London 



Fig. 13 Theodore Robinson. La Vachere, 1888. Oil 
on canvas, 86V8 x 59V8 in. (219.4 x 151. 4 cm). The 
Baltimore Museum of Art, Given in Memory of 
Joseph Katz by His Children BMA 1966.46 



The new movement in painting that would be dubbed Impres- 
sionism attracted Uttle notice from American art students who 
were in Paris in the 1870s and 18 80s; even the future American 
Impressionists, most of whom were in the French capital during 
the controversial heyday of the style, paid scant attention to the 
exhibitions of the radical group. But these avant-garde displays 
on the grand boulevards near the Opera were as remote from the 
Latin Quarter and Montmartre art schools as the French mod- 
ernists' lively technique and engagement with contemporary life 
were from academic lessons. Weir's caustic assessment of the 
1877 exhibition is one of the few reactions to the Impressionist 
revolution by nineteenth-century American painters in Paris 
that have been found. Only one American, Cassatt, participated 
in the Impressionist exhibitions (she showed in four, from 1879 



to 1886). Not until French Impressionism lost its radical edge 
and was validated in the art marketplace of the late 1880s — 
especially by American patrons — would Weir, Twachtman, and 
other Americans who had studied abroad and had by now 
returned home adopt the palette and procedures of the style. 

In the United States interest in French Impressionism began to 
emerge in the late 1870s and grew stronger throughout the 18 80s 
and 18908."*^ Henry James reviewed the second Impressionist 
exhibition for the New York Tribune in 1876, uttering the usual 
complaints about portrayals of the commonplace: "The effect of 
it was to make me think better than ever of the good old rules 
which decree that beauty is beauty and ugliness ugliness."^^ In 
1878 Louisine Elder, the future Mrs. H. O. Havemeyer, lent 
Degas's pastel Rehearsal of the Ballet (fig. 14) , which she had 
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Fig. 14 Edgar Degas. Rehearsal of the Ballet, 
ca. 1876. Gouache and pastel over monotype on 
paper, ziV^ x in. (55.2 x 67.9 cm). The Nelson- 
Atkins Museum of Art, Kansas City, Missouri, 
Purchase, the Kenneth A. and Helen F. Spencer 
Foundation Acquisition Fund F73-30 



Fig. 15 Edouard Manet. The Execution of 
Maximilian, 1868—69. Oil on canvas, 8 ft. y/4 in. 
X 9 ft. 10 in. {2.4 X 3 m), Stadtische Kunsthalle, 
Mannheim M 281 



purchased with Cassatt's advice in 1877, to the American Water 
Color Society annual (where it was greeted with limited enthusi- 
asm). In 1879 the Impressionists were brought to the attention of 
American readers through a comprehensive but skeptical account 
in Lippincott's Magazine. 

Manet was the first painter associated with Impressionism to 
receive extensive critical notice in the United States. His Execu- 
tion of Maximilian (fig. 15) was lauded for its originality when 
it was shown in New York and Boston in the winter of 1879-80, 
and he was cited for his alliance with Zola and literary naturalism. 
All commentary was not positive, however. For example, painter 
Kenyon Cox, a rabid defender of academic standards, carped 
about the poor technique in Manet's Boating (fig. 17) in a re- 
view of the 1879 Salon exhibition for his hometown newspaper, 
the Cincinnati Daily Gazette, Although Manet continued to be 
berated by certain American critics for lapses of taste and craft, 
he was becoming increasingly familiar to collectors, artists, and 
even the general public. In 18 81 Weir, assisted by Chase, helped 
New York collector Erwin Davis acquire Manet's Boy tvith a 
Sword of 1861 and Woman with a Parrot of 1866, both of which 
Davis gave to The Metropolitan Museum of Art in 1889.^"^ 

In the 1880s several exhibitions stimulated interest in the new 
French painting, especially in New York and in Boston; the latter 
had no entrenched academic tradition and was more receptive to 
Impressionism at an earHer date than was any other American 
city. Seventeen canvases by Pissarro, Renoir, Alfred Sisley, and 
Monet, offered by the Parisian dealer Paul Durand-Ruel, were 



among the many pictures shown in Boston by the Foreign Exhi- 
bition Association in 1883. At the end of the same year the 
Pedestal Fund Art Loan Exhibition^ whose organizers were guided 
by Chase, presented New Yorkers with examples of the new 
painting, which received the same sort of mixed reviews that had 
greeted Impressionist works in Boston. 

Durand-Ruel increased public awareness of the French Im- 
pressionists when, at the invitation of James E Sutton of the 
American Art Association, he brought a huge number of their 
works to New York in 1886, the same year that the group held its 
last joint exhibition in Paris.^^ Among the 290 paintings and pas- 
tels in Durand-Ruel's display were dozens of works by each of 
the leading painters — including 48 by Monet and 42 by Pissarro. 
As one critic exclaimed, they represented "virtually an entire 
school of art . . . transportedbodily from one country to another."^^ 
Extensive commentary on the presentation heralded widespread 
interest in Impressionism, which would now be covered in the 
popular press as well as in art journals. Sales of paintings from 
the exhibition also suggested that American collectors were ready 
to support radical art.^^ Durand-Ruel obliged prospective buyers 
by opening a gallery in New York in 1888 and by mounting mono- 
graphic and group exhibitions of most of the leading French 
Impressionists there. The pioneering American patrons — the 
Havemeyers, Davis, and Alexander Cassatt, the painter's brother — 
were joined by less prescient collectors, such as Albert Spencer 
and William H. Fuller, who turned from academic and Barbizon 
painters to the French Impressionists with the ardor of converts. 
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Fig. i6 Georges-Pierre Seurat. Bathers at 
Asnieres (Une Baignade, Asnieres), 
1883-84. Oil on canvas, 6 ft. 7 in. x 
9 ft. 10 in. (2x3 m). The National 
Gallery, London NG3908 




The growing commitment of these patrons to Impressionism 
soon encouraged American painters to investigate the style. 

Critics for most newspapers and journals renounced their 
conservative antipathy to the new idiom reluctantly. William 
Howe Downes groused that French Impressionist paintings had 
"the same impossible and painty texture of an old piece of 
tapestry."^^ An Impressionist painting was not "what we are in 
the habit of regarding as a finished picture," according to Roger 
Riordan.^"^ One acerbic writer likened Georges-Pierre Seurat's 
Bathers at Asnieres (Une Baignade, Asnieres) (fig. 16) to **an 
early Italian fresco" and suggested that "if placed at the top of 
Trinity steeple and viewed from Wall Street Ferry it might look 
very well."^^ 

The French Impressionists' high-key and chromatic palette 
seemed discordant to American viewers. "Some of the colors 
here do not cry, they yelp," quipped a New York Times critic of 
the 1886 Durand-Ruel display. The palette was considered dis- 
torted as well as glaring. "Some of them . . . ," observed Theodore 
Child, "have a tendency to see blue everywhere, and allow their 
ruling passion to cast a sympathetic azure over rural nature."^^ 
The mundane subject matter also provoked complaints from 
audiences accustomed to academic renderings of myths, literary 
stories, historic events, and exotic scenes. Monet's works dis- 
played "the common fault of impressionistic painting" for one 
disgruntled writer. "After a first feeling of surprise at the verity 
of the impression^ there is nothing more to hold one's attention," 
he lamented.^^ 




Fig. 17 Edouard Manet. Boating, 1874. Oil on 
canvas, 38y'4 x $v/4 in. {97.2 x 130.2 cm). 
The Metropolitan Museum of Art, New York, 
H. O. Havemeyer Collection, Bequest of Mrs. 
H. O. Havemeyer, 1929 29.100,115 
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American critics preferred the French Impressionists' views of 
nature to their figure studies, likening the landscapes to "the 
feminine principle" and the figures to the masculine.^^ A com- 
mentator on the Durand-Ruel exhibition of 1886 mused: "The 
complex problems of human life which make the figure subjects 
so terrible in their pessimism and seem to fill the air with cries of 
uneasy souls, have no part in the landscapes. These are wholly 
lovely, with the loveliness of repose and the tenderness of charity. 
They are full of a heavenly calm."^^ American critics, loath to 
approve radical treatment of the exalted figurai mode, deemed 
landscape the most appropriate subject for Impressionist inter- 
pretation; in this assessment they were influenced by academic 
standards, which esteemed figure painting over landscape. Simi- 
larly, painters who had devoted years to mastering academic 
portrayal of the human form were reluctant to adopt Impression- 
ism for figure studies; they found landscape more acceptable for 
experimentation and innovation. The American Impressionists' 
selective restraint in regard to subject matter can be demon- 
strated in a single canvas: Tarbell's In the Orchard (fig. 18) 
shows lifesize figures, with strong academic residues of careful 
drawing and modeling, inhabiting a brilliantly colored landscape, 
loosely and expressively brushed. 

The degree of its practitioners' devotion to or liberation from 
academic principles determined the development of American 
Impressionism, as we have seen. Chase, for instance, was the first 
major artist to espouse Impressionism in the United States. Trained 
in Munich and deeply influenced by the direct style of Wilhelm 
Leibl, Gustave Courbet's friend and alter ego, Chase was rela- 
tively detached from Beaux- Arts prejudices. He seems, therefore, 
to have found it easier than his Parisian-trained compatriots to 
become a painter of modern life. By 1885, when being a modern 
artist meant depicting contemporary subjects freshly in the open 
air. Chase produced modern views of New York's Central and 
Prospect parks. His accomplishment in these park scenes, which 
changed the focus of American painting from academic univer- 
sality to American vernacular experience, coincides with that 
of Mark Twain in the realm of literature, specifically in his 
Adventures of Huckleberry Finn in 1884. 

A few years later young American painters in France began to 
free themselves from the constraints of their Beaux- Arts training 
and to embrace French Impressionism. Robinson, Metcalf, Wendel, 
John Leslie Breck, and other Americans who had studied in Paris 
were attracted to Giverny (see fig. 80) ; they were drawn not 
only by the charms of this rural village on the banks of the Seine 
but also by a wish to work outdoors in the presence of the by then 
celebrated Monet, who would soon be painting his most nation- 
alistic works. When they returned to the United States, these 
acolytes of Monet, as well as Hassam and other Americans who 
had learned the fundamentals of Impressionism in France in the 
late 1880s, became important conduits of the style to their 



compatriots. They now stimulated the conversion to Impression- 
ism of more painters, Weir and Twachtman among them. The 
lessons of the repatriated artists were reinforced by accounts of 
Monet by Boston painter Lilla Cabot Perry and other enthusiasts 
and, of course, by the growing number of French Impressionist 
paintings that could be seen in American collections and exhibi- 
tions. In addition to the displays of advanced art mounted at 
Durand-Ruel's New York gallery, monographic and group shows 
of French Impressionism were held through the 1890s at such 
private clubs as New York's Union League and Boston's 
St. Botolph. American Impressionists spread the style further by 
showing their own works in group and solo exhibitions at com- 
mercial galleries and private clubs.^^ The World's Columbian 
Exposition of 1893 was a key event in the ratification of Impres- 
sionism on American soil. By the 1890s the Society of American 
Artists and even the National Academy of Design were hanging 
American Impressionist pictures, albeit without much enthusi- 
asm. In 1897, frustrated by the mere scattering of their paintings 
accepted in the society's exhibitions and pursuing a more sympa- 
thetic and harmonious setting for the display of their works, a 
group that called themselves Ten American Painters or The Ten 
seceded from the society.^^ In 1898 The Ten opened an exhibition 
at New York's Durand-Ruel Gallery, initiating a series of annual 
presentations that would showcase American Impressionism for 
twenty years. The Ten included the well-established and success- 
ful Hassam, Weir, Twachtman, Metcalf, Simmons, Tarbell, 
Benson, and Chase (who replaced Twachtman after that artist's 
death), as well as others whose commitment to Impressionism 
was either slight or episodic. 

The American Impressionists did not achieve immediate com- 
mercial success. They suffered from comparison, not only with 
their academic French mentors and more conservative fellow 
Americans but also with the more easily understood Barbizon 
painters, as well as with the increasingly esteemed French Impres- 
sionists, The American Impressionists were perceived as pale 
reflections of their French predecessors. "A good Monet is worth 
money; an imitation is worth nothing," observed art critic Alfred 
Trumble, who added, "Originality is immortal. Imitation does 
not outlive its generation, if it lives as long."^^ Moreover, the few 
dealers who were established in major American cities favored 
European over American art. As a result, such painters as Robinson 
and Twachtman, among the earliest and most daring praaition- 
ers of American Impressionism, eked out meager incomes (often 
less than a thousand dollars a year) from the rare sales of their 
paintings; following Robinson's death in 1896 and Twachtman's 
in 1902, important works remained in their studios and were 
disposed of in estate sales.^^ Many resorted to public auctions to 
find buyers — Chase's less than successful studio sales, held in 
1887 and 1896, are notable cases in point. It was not until William 
Macbeth opened his New York gallery in 1892 that a dealer 



22 



INTRODUCTION 




Fig. i8 Edmund C. Tarbell. In the Orchard, 1891. Oil on canvas, 60^/4 x 65 'A in. 
(154.3 X 166.4 ^^)- Daniel J. Terra Collection 1.1992 
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committed himself to American art exclusively. Interestingly, 
Macbeth's efforts spanned both generations under consideration 
here: for he promoted not only the work of the Impressionists — 
giving Robinson the single retrospective show mounted during the 
artist's lifetime, for example — but also that of the Realists after 
the turn of the century/"* 

A few prescient New York and Brooklyn patrons, notably 
John Gellatly, George A. Hearn, Frank L. Babbott, Samuel T. 
Shaw, and H. Wood Sullivan, who occasionally purchased Amer- 
ican Impressionist works in the 1890s and early 1900s, were 
joined after 1900 by a second generation of collectors who 
showed interest in the style, Alexander Morten and William T. 
Evans, Hugo Reisinger, and Charles Van Cise Wheeler among 
them/^ In Boston the Impressionists received perhaps more con- 
sistent support from such fellow painters as Perry, Ross Turner, 
Dwight Blaney, and Sarah Sears, as well as from prominent art 
collectors Isabella Stewart Gardner and David and Benjamin 
Kimball7^ Few institutions offered early encouragement to the 
American Impressionists, however. After The Metropolitan Mu- 
seum of Art declined the gift of Robinson's Port Ben, Delaware 
and Hudson Canal (fig, 54) from the Society of American Artists 
in 1898, this picture was presented to the Pennsylvania Academy 
of the Fine Arts, which distinguished itself as a pioneer collector 
of examples of the style, albeit largely in the early i90os7^ By the 
second decade of this century purchasers of Impressionist works 
became more numerous and more diverse. Public acceptance of 
the movement reached its zenith at the Panama-Pacific Interna- 
tional Exposition, held in San Francisco in 191 5; many leading 
American Impressionists won medals and several were honored 
with large retrospective displays, but already their supremacy 
was being encroached upon by new artistic developments/^ 

When the American Realists began to issue their challenge 
after 1900, Impressionism, whether French or American, was no 
longer radical. After a few years of activity, the exhibitions of 
The Ten had become rather routine forums for casual contribu- 
tions, as the group's collective dissident edge steadily dulled. 
Such former rebels as Chase and Hassam were now estabUshed 
artists, at the helm of exhibition juries and art organizations. 
The American Impressionists' simultaneous accommodation of 
academic rigor and plein-air directness had transformed the ways 
in which art was taught, exhibited, and perceived. American art 
schools emphasized painting, not just drawing, and the vogue for 
outdoor summer classes was by now widespread.^^ 

The future American Realists benefited not only from new 
curricula in the schools but also from new opportunities to see 
paintings that ranged from old-master canvases to contemporary 
works. In the years following the 1876 Centennial Exhibition, 
industrial and economic growth had made Americans eager to 
show concern for more than money-making by acquiring cul- 
tural status. Consequently, new art museums were founded, 



and growing numbers of exhibitions were held by industrial 
fairs, old and new artists' organizations, special- interest groups 
devoted to less familiar media, and art associations established 
in cities throughout the United States, with the result that art 
displays became more accessible and art appreciation flourished, ^ ^ 

Because they had been immersed in a newly energized art 
milieu and for the most part had begun their careers as painters 
at home, the future American Realists could go abroad to enrich 
their experience without undertaking extensive formal study 
there. By the time they arrived in Europe, most of them were 
already working as artist-journalists, honing their observational 
abilities and their skills in rapid rendering. The contemporary 
scene, grist for their illustrations, now would become the princi- 
pal subject of their paintings done abroad. Upon their return 
home, they would find twentieth-century American life to be 
fertile artistic territory. 

Back in the United States the Realists also found adequate 
financial support for their efforts.^^ Most of them earned fairly 
secure incomes from a combination of sources: illustrating for 
newspapers and magazines, teaching, painting on commission, 
and selling paintings through the dealers, especially Macbeth 
and, in Shinn's case, Boussod, Valadon and Company. Macbeth 
was particularly important in promoting American art in general 
and the work of most of the Realists in particular. He took their 
paintings for sale on consignment, lent them money against the 
security of their works, lauded them in Art NoteSy the maga- 
zine his gallery published, encouraged collectors to invest in their 
art, offered his gallery as a meeting place for them, and, in 1908, 
hosted the landmark exhibition of The Eight. Those who pur- 
chased paintings by the American Realists at Macbeth's or else- 
where were most often men involved in modest business enter- 
prises in small cities who came to New York to shop for art that 
accorded with their generally conservative taste; these were Ameri- 
cans of the sort who would populate the novels of Sinclair Lewis 
in the 1920s. 

The Realists were a commercially enterprising group, deliber- 
ately seeking a beachhead for their American painting of modern 
life in the new century in addition to personal repute and recom- 
pense. Henri, for example, a great self-promoter, not only taught, 
as many of his fellow Realists did, but also accommodated a 
stream of the kind of portrait sitters who, a decade earlier, might 
have patronized Chase. Shinn, a prolific pastelist as well as a 
painter in oils, produced murals for David Belasco's Stuyvesant 
Theatre. Both he and Glackens had married well- — and in Shinn's 
case often — enough to preclude any serious financial problems. 
In addition to following his own muse as a painter, drawing for 
magazines, and teaching from time to time. Bellows executed 
portraits on commission and set up a lithography press in his 
studio, establishing a lucrative printmaking enterprise. He and 
most of his Realist colleagues may not have become rich, but 
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they seem to have enjoyed steady incomes, to have had comfort- 
able studios and homes, and to have owned summer houses or, 
at least, to have taken extended vacations. None of them lacked 
the resources to nourish their bodies and spirits at the restau- 
rants, cafes, and theaters that also nourished their paintings. 



Loving the Home Things More 



American art must he developed by the artists in happy 
sympathy with American surroundings, and supported by a 
public loving the home things more than imported foreign 
sentiment, 

CHARLES FRANCIS BROWNE (1894) 

As I see it, there is only one reason for the development of 
art in America, and that is that the people of America learn 
the means of expressing themselves in their own time and 
in their own land, 

ROBERT HENRI (1910) 

What made the American Impressionists American in the 1890s 
was not how they painted— their use of an academic armature 
conjoined with Impressionist color and broken stroke continued 
to be doubly French — but what they painted: subjects that were 
specifically, self-consciously, intentionally American. The best of 
the American Impressionists did not imitate motifs their mentors 
might have found in France; rather they chose subjects charged 
with a national spirit. Their responses to the native landscape 
and the new urban scene found favor not only because they were 
genteel, familiar, sunny subjects but also because they offered 
an antidote to the internationalist tendencies of the 1880s with- 
out challenging too forcefully the established academic canon. It 
is probable that the American Impressionists' stylistic cautious- 
ness, a residue of their academic training, was reinforced by their 
desire to be true to the sites and subjects that they portrayed. 

Nationalism intensified among the Realists, who built upon 
their predecessors' pattern of creating, displaying, and selling 
scenes resonant with American pride. Thus, Henri echoed the 
new nationalism of Presidents Theodore Roosevelt and William 
Howard Taft and insisted that "the people of America learn the 
means of expressing themselves in their own time and in their 
own land."^^ Both groups of painters manifested their love of 
America through their subjects, but the subjects they chose were 
often different — for they focused primarily on the country or the 
city according to their generation, as we have said. And both 
groups responded to the new realities of modern life in turn-of-the- 
century America, sometimes by inclusion, sometimes by exclusion. 

The American Impressionists were particularly captivated by 



scenes of life in rural New England, which struck them as com- 
fortable, picturesque, and full of rich and sympathetic historical 
associations that offered reassurance in a time of bewildering 
change. Their attraction to the area echoed the tendency of 
American thinkers of the 1890s to "put a seal of approval on 
almost every aspect of Puritanism" and hold it up as an ideal for 
the volatile present, as Warren Susman has written.**^ An interest 
in this locale and its heritage was probably inevitable for land- 
scapists Breck, Bunker, Hassam, Metcalf, Robinson, and Simmons 
and for figure painters Benson and Tarbell, who all had New 
England roots; for Twachtman, Weir, and Wendel, an associa- 
tion with New England was more recent but equally deep. 

The patina of age visible in New England seems to have 
encouraged Weir to address the topic of local industry, which, 
together with the industry proliferating throughout the country, 
had profoundly altered the face of the United States since the 
Civil War. In a series of paintings from the 1890s he chose to 
portray not a booming industrial metropolis but an old, prosper- 
ous manufacturing town not far from Windham, Connecticut, 
where his wife's family had a country home. The Factory Village 
(fig. 19)^^ depicts the Willimantic Linen Company. Willimantic 
was located strategically where two rivers meet to form the 
headwaters of a third; it had the waterpower that allowed many 
New England villages to develop industry. After the War of 1812 
suspended commerce with England, domestic production of tex- 
tile goods increased and textile mills became so numerous in the 
area that a writer for the Windham Herald quipped: "Are not 
the people running cotton mill madV'^"^ As important connec- 
tions with the New York and New England Railroad Company 
were established by the 1890s and more and more factories 
began to operate in Willimantic, the town expanded, and its 
population nearly tripled between 1870 and 1890.^^ 

Founded in 1854, the Willimantic Linen Company was ab- 
sorbed by the American Thread Company^^ a year after Weir 
painted The Factory Village, The firm originally had manufac- 
tured linen goods, but when the Crimean War stopped imports 
of flax in the 1850s, it turned to the production of thread from 
native-grown cotton. English competitors had predicted that 
Connecticut thread manufacturers would be hampered by the 
dry climate, but the Willimantic Linen Company so successfully 
overcame that problem with controlled humidifying devices that 
its solution was hailed as an example of "Yankee genius."^"^ 

The Factory Village may not illustrate Yankee genius, but 
the painting does celebrate a characteristic New England phe- 
nomenon — picturesque river-valley industry — and describe its 
integration with nature. In his choice of subject and pastoral 
composition. Weir recalls the spirit of such artists as Frederic E. 
Church, John William Hill, and John Henry Hill, who had earlier 
portrayed mills and foundries in New England and along the 
Hudson River. Weir places the factory at the center of a lush 
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Fig. 19 J. Alden Weir. The Factory Village, 1897. Oil on canvas, 29 x 38 in. 
(73.7 X 96.5 cm). The Metropolitan Museum of Art, New York, Jointly owned 
by The Metropolitan Museum of Art (through Gift of Cora Weir Burlingham) 
and The Weir Farm Heritage Trust, Inc., 1979 1979.487 
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Fig. 20 George Luks. The Butcher Cart, 1901. Oil 
on canvas, 22 x 27 in. (5 5.9 x 68.6 cm). The Art 
Institute of Chicago, Friends of American Art 
Collection 1941.825 




landscape, visually embodying the prevailing idea that America 
was different from Europe, offering fresh fields w^here seemingly 
insurmountable problems could be conquered by energetic, in- 
ventive minds (optimistic thinking that would be reiterated by 
waves of immigrants). In the typical fashion of the American 
Impressionists, Weir offers the viewer no visual evidence that he 
knew about the immigrant labor problems experienced by the 
Willimantic Linen Company in the 1880s or that he was aware 
of the economic downturn faced by local manufacturers and 
workers in 1897, when he painted his picture.^ ^ 

In 1901, four years after Weir depicted the thread factory, 
Luks recorded his quintessentially Realist glimpse of The Butcher 
Cart (fig. 20). Unlike Weir's unremittingly euphemistic indus- 
trial scene, this dark view of a slushy Manhattan street near the 
elevated railway frankly acknowledges technological ingenuity, 
class stratification, and the facts of hard labor. But the image is 
more positive and expressive of nationalistic sentiment than it 
might appear at first glance, as a comparison with a sHghtly 
earlier street scene filled with hopeless characters (fig. 21) by a 
European, Jules Adler, reveals. 

Luks shows us a man making his living hunched over the reins 
of a horse-drawn cart. The man might or might not be a recent 
immigrant, but he probably belongs among the ranks of urban 
poor. Nonetheless, he is working, not loitering about or begging — 
or, like any of Adler's displaced rural workers in Paris, trudging 




Fig. 21 Jules Adler. Les Las (The Weary), 1897. Oil 
on canvas, 71 x 98 'A in. {180.3 x 250.2 cm). Musee 
Calvet, Avignon 
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to a miserable job. And there are hints of progress and energy in 
Luks's painting. He juxtaposes the old-fashioned cart with the 
modern elevated railway; a puff of steam suggests that a swiftly 
moving train has just passed. The multistoried buildings in the 
background remind the viewer that the skyscraper was an Amer- 
ican innovation developed contemporaneously with the growth 
of mass transportation. Somber as the picture is, it avoids Adler's 
social-reahst propaganda and expresses urban abundance as well 
as vitality. A load of butchered pigs on his cart separates the 
driver from the throng on the sidewalk. Central among the 
crowd is a woman in black, accompanied by a small child with a 
white scarf; these two are better off than the driver, and they 
seem to be shopping. Even the dog following the cart wears a 
collar and appears to be well cared for, not a starving stray. Luks 
delivers not just a cartload of meat but also a message: America 
is a land of opportunity, but hard work is required to reap the 
rewards it offers. 

The national pride expressed in the works of the American 
Impressionists and Realists stands out clearly as a hew departure 
when it is viewed against the extreme internationalism of Ameri- 
can art that prevailed through the late i88os. After the Civil War 
the defining trait of American taste was an appreciation for 
contemporary European art, especially for French academic and 
Barbizon painting. American patrons built collections of impres- 
sive size, remarkable cost, and surprising uniformity in cities 
throughout the United States. The popular press often reported 
on record-setting prices paid by such collectors as department 
store magnate Alexander Tumey Stewart of New York or railroad 
president William T. Walters of Baltimore, who eagerly accumu- 
lated paintings by Adolphe- William Bouguereau and Gerome, 
Jean-Francois Millet and Camille Corot, along with other French 
artists who had claimed the spotlight in the Salons.^^ 

During this period of cosmopolitan striving, the large major- 
ity of painters and art writers alike denied the need for American 
subject matter. As a new generation of American artists returned 
home from study abroad, one critic, reviewing the spring annual 
at New York's National Academy of Design in 1879, articulated 
the widespread internationalist sentiment: "There is no shal- 
lower theory of art than that which requires of the artist that he 
shall find his inspiration only in that which is before his eyes, or 

with which he is connected by historical or local association 

The nationality or the race traits of art must be traced in spirit 
and in manner, or even in technical method, rather than in 

subject We cannot expect from our painters that kind of 

Americanism in art which consists in finding subjects at home."^^ 
George William Sheldon, author of Recent Ideals of American 
Art, was perhaps the most ardent spokesman for the internation- 
alist taste of the time. He deemed the European subjects of such 
young cosmopolitans as Knight, Pearce, and Edwin Lord Weeks 
"masterpieces ... as truly American as the most cherished pro- 



ductions of our *Hudson River School.' "^"^ These painters and 
dozens of others made their reputations in Paris, lived in Europe, 
painted international subjects according to Salon standards, and 
were rewarded with French prizes. Sheldon's assertion of the 
American qualities of their pictures notwithstanding, the French 
influence upon American artists at the 1889 Exposition Universelle 
in Paris was so pervasive and overpowering that visitors had to 
read the ^'Etats-Unis'^ sign over the door to be convinced that 
they were in the American section.^^ 

The retreat of most American artists from nationalistic sub- 
jects after the Civil War reflected the growing impact of their 
foreign study as well as the mood of the period. Although Ameri- 
cans joined together to celebrate the dedication of the Washington 
Monument in 1885 and the Statue of Liberty in 1886 and to mark 
the centennial of George Washington's inauguration in 1889, the 
national spirit, shattered by the Civil War, had not yet been 
reformulated; most Americans identified at least as much with 
their states or local regions as with the reunited United States. 
The resultant sense of fragmentation and disarray was under- 
scored and intensified by the volatile social, political, and eco- 
nomic situation of a country confronting profound and sometimes 
violent change. These conditions invited a certain escapism in 
the form of an artistic canon that favored subjects from distant 
times and places. Internationalism in the arts also was encour- 
aged by positive developments, for the United States was be- 
ginning at this time to participate more consistently in world 
affairs. 

However, as early as the 1870s and through the 1880s, a few 
American painters who adhered to traditional styles were strug- 
gling to apply academic strategies to native subjects. Even Shel- 
don acknowledged this "influential minority" that made " 'America 
for the Americans' . . . their watchword."^^ In the 1870s Eakins 
used American scullers on Philadelphia's Schuylkill River (see 
fig. zz) as analogues to Gerome's Egyptian rowers on the Nile 
(fig. 23). In a picture of 1879 Louis Comfort Tiffany transferred 
his experience in portraying foreign genre vignettes to the theme 
of tenement houses on New York's Duane Street; in a number of 
canvases of the 1880s George de Forest Brush substituted exotic 
Native Americans for the ubiquitous North Africans of French 
Salon painting. These subjects allowed them to conjoin French 
academic emphasis on the nude with American resources and to 
portray scenes that were closer to home than Brittany or 
Baghdad. Although they might have been nourished by the new 
nationalism of the 1890s, all three artists ceased portraying 
overtly American themes by this decade. Eakins devoted himself 
to portraits, Tiffany developed an eclectic vocabulary for work 
in the decorative arts, and Brush turned to secularized neo- 
Renaissance images of mothers and children: 

Academically trained Americans may have been sensitized to 
issues of nationality during their student years in Paris, in partic- 
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Fig. 22 Thomas Eakins. Max Schmitt in a Single 
Scull (The Champion Single Sculls), 1871. Oil on 
canvas, 32'/4 x 46V4 in. {81.9 x 117.5 cm). The 
Metropohtan Museum of Art, New York, Purchase, 
The Alfred N. Punnett Endowment Fund and George 
D. Pratt Gift, 1934 34.92 




Fig. 23 Jean-Leon Gerome. Excursion of the Harem, 
1869. Oil on canvas, 31x53 in, (78.7 x 134.6 cm). 
The Chrysler Museum, Norfolk, Virginia, Gift of 
Walter R Chrysler, Jr. 71.511 



uiar by Hippolyte Taine, an influential French aesthetician who 
lectured at the Ecole des Beaux- Arts in the 1860s and whose 
writings appeared in both French and English. Taine espoused a 
deterministic theory in which racial and environmental influences 
were invoked to account for differences in artistic approach. 
"The productions of the human mind . . . can only be explained 
by their milieu," he proclaimed. He compared works of art to 
plants and flowers "developed and propagated in a certain soil." 
Artists, Taine asserted, labored in "a moral temperature, consist- 
ing of the general state of minds and manners," and he acknowl- 
edged "the action of the moral temperature on works of art."^^ 



Taine undoubtedly assumed that his tenets would be embodied 
in academic form, yet those who would express most effectively 
their national "moral temperature," their own "certain soil," 
were artists, such as the American Impressionists, who threw off 
the constraints of academicism. 

When the American Impressionists began to escape the confines 
of academic training in the late 1880s and the 1890s, the radical 
Monet, who was outspokenly committed to representing his na- 
tive countryside, was the principal French artist who inspired 
and reinforced their devotion to native subjeas.^^ But even the 
more conservative French genre painter Jean-Francois Raffaelli, 
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who visited the United States in 1895, presumably had an impact 
on the Americans. Raffaelli believed that subjects should be 
drawn from the home scene and exclaimed about the possibili- 
ties of an American landscape school: "Their native land will 

inspire Americans with the sentiment of grand proportions 

Whence comes our inspiration if not from the art life that sur- 
rounds and envelops us?"^^ 

Environment and nationalism were much emphasized in the 
United States during the 1890s, as Americans grappled with 
self-definition in the face of burgeoning immigration, a crippling 
economic depression that lasted from 1893 to 1897, and the 
advent of the new century/ Although strikes and political and 
social radicalism remained common facts of life, the volatile 
conflicts of the 1880s had to some extent subsided, and the 
fulfillment of Manifest Destiny encouraged Americans to turn 
their attention from the edges of their country to its core/°^ 

Symptomatic of the new nationalist self-consciousness of the 
decade were the flourishing of studies of American history and 
literature and a growing interest in American folklore. So was 
the success of such naturalistic novels as Crane's Red Badge of 
Courage of 1895, local-color novels, for example Sarah Orne 
Jewett's Country of the Pointed Firs of 1896, and dozens of 
historical novels about the colonial experience and the American 
Revolution. Nationalist stirrings were apparent also in the grow- 
ing dependence of American playwrights on domestic themes and 
the emergence of America's first school of philosophy, William 
James's pragmatism, and of John Dewey's American educational 
theory. In the realm of music and poetry, love of country was 
reflected in increased approbation of such American composers 
as George W. Chadwick and Victor Herbert, and of Edward 
MacDowell and Scott JopHn — both of whom used Native Amer- 
ican and African-American melodies — and the birth of ragtime; 
the immense popularity of 'The Old Swimmin'-Hole," James 
Whitcomb Riley's poem of 1882 and everyone's favorite evoca- 
tion of rural boyhood in the 1890s; the publication of '*On the 
Banks of the Wabash, Far Away," written by Theodore Dreiser's 
brother, Paul, and also of John Philip Sousa's rousing "Stars and 
Stripes Forever" in 1897 as well as the appearance of hundreds 
of other new songs that expressed nostalgia for the American 
past. And the estabUshment of Flag Day on June 14, 1894, 
the publication of the song "America the Beautiful" on July 4, 
1895, represent apotheoses of the expression of nationalist pride. ' 

Writer Hamlin Garland, a chronicler of life in the Midwest, 
spoke with the voice of the decade. Garland advocated veritism, 
a literary naturalism in which the author describes the people, 
places, and social conditions he or she knows best, helping the 
reader understand the determining forces of his or her own life. 
"Local color in a novel," Garland wrote, "means that it has such 
quality of texture and back-ground that it could not have been 
written in any other place or by anyone else than a native.'"*^^ 




Fig. 24 Theodore Robinson. The Forge (An Apprentice 

Blacksmith), 1886. Oil on canvas, 60 x 50 in. 

(152.4 X 127 cm). Berry-Hill Galleries, Inc., New York 

Garland applied these Hterary principles to painting in "Impres- 
sionism," his influential essay of 1894: "Art, to be vital, must be 
local in its subject; its universal appeal must be in its working 

out, — in the way it is done The impressionist is not only a 

local painter, in choice of subject he deals with the present 

He does not feel that America is without subjects to paint 
because she has no castles and donjon keeps. He loves nature, 
not history."'°5 

Many critics who earlier had urged American artists to aban- 
don American themes now encouraged a reassertion of a na- 
tional subject matter. Writing in 1888, Clarence Cook revealed 
his distaste for changing American demographics as well as for 
internationalism in painting: "To the sore plague of a swarming 
immigration of actual European peasants ... is added the weari- 
ness of painted ones — German, Italian, Dutch and French — who 
swarm over the walls of our exhibition-rooms." In 1890 an- 
other writer counseled: "We do not believe that the American 
public will begin to take up American art and back it up, until it 
is American art in its essence and form, 'racy of the soil.' "'°^ 

A marked change that took place in the course of the 1890s in 
the work of one American Impressionist, Robinson, typifies the 
response of many painters to the nationalist concerns of the mo- 
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ment. In 1883 Robinson had written to his friend Cox, who, Hke 
him, had studied with Gerome in the late 1870s: "I have nearly 
got rid of the desire to do 'American' things — mostly because 
American life is so unpaintable — and a higher kind of art seems 
to me to exclude the question of nationality. I would like to try a 
little flight into something Biblical or Mythological." And in 
1886 Robinson did eschew unpaintable American subjects to 
depict a French artisan at a French forge in his ambitious Forge 
(An Apprentice Blacksmith) (fig. 24). Painted while the artist 
was living in France, this immense canvas exemplifies the will to 
internationalism that prevailed in the 1880s. However, after he 
returned home in 1892, Robinson altogether rejected European 
themes to seek out and paint characteristically American sub- 
jects: mountains and villages of his home state, Vermont, 
canals of New York State, and sailboats and fishing vessels off 
Connecticut (see figs. 46, 54, 59, ^o). 

After studying abroad, not all American Impressionists ad- 
justed immediately to being painters at home, and not all turned 
to native resources without regret at the loss of cosmopolitan 
stimulation. "If I must go home soon," Twachtman wrote to 
Weir from Europe in 1885, "I hardly know what will take [the] 
place of my weekly visit to the Louvre. Perhaps patriotism." 
Bunker expressed serious doubts about his ability ever to find 
satisfaction as an artist in America and wrote with evident 
longing to his friend Joe Evans in 1885, soon after arriving home 

from Paris: "I am before all a painter Til be hanged if I see 

how the charming verse of Mr. Longfellow or the essays of Mr. 



Emerson can make up to a man for the loss of the Louvre or in 
fact for a single good word from the patron [atelier director 
Ger6me].""° Yet only eight months later he told the same corre- 
spondent that he was becoming enamored of his native land: 
"Like any sweet country the loving this place is only a matter of 
getting to know it well." ^ ^ ^ His work revalidates Emerson's call in 
his "American Scholar" essay of 1837: "The millions that around 
us are rushing into life, cannot always be fed on the sere remains 
of foreign harvests. Events, actions arise, that must be sung, 
that will sing themselves.""^ Indeed, not only Bunker but also 
Twachtman and many other painters who had studied in Europe 
renounced their devotion to foreign subjects, sooner or later 
after their repatriation, discovering that American songs could 
be sung harmoniously in an Impressionist style. 

As painters wavered between international and national ex- 
pression, even conservatives, the muralists of the 1890s, entered 
the argument. In their work idealized personifications of Elec- 
tricity and The Telephone competed for wall space with scenes 
from American history. The ground plan for the World's Colum- 
bian Exposition of 1893 in Chicago, one of the most complex 
artistic enterprises of the period (and, as a celebration of the quadri- 
centennial of the discovery of America, a symptom of national 
pride), diagrammed the debate. The plan embodied a dialogue 
between the internationalist Beaux- Arts Court of Honor at the cen- 
ter of the grounds and surrounding structures, such as the Virginia 
Building (fig. 25) , a frank imitation of Washington's home at 
Mount Vernon. Beyond the fairgrounds the Whitmanesque sprawl 



Fig. Z5 CD. Arnold. Virginia Building at the 
World*s Columbian Exposition, Chicago, 1893. 
Photograph: Ryerson and Burnham Libraries, The 
Art Institute of Chicago 
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Fig. 26 Winslow Homer. Northeaster^ 
1895. Oil canvas, 34Vk x 50 in. (87.6 
X 12.7 cm). The Metropolitan Museum of 
Art, New York, Gift of George A. Heam, 
1910 10.^4.5 




of Chicago and the vast stretches of fertile midwestern prairies 
announced the vigor of the American people. 

Within the art displays at the Columbian Exposition itself, a 
dichotomy was evident as well, and this was the dichotomy 
between academicism and Impressionism/^^ Although Gerome 
and Bouguereau and other academics dominated the official 
French galleries, an exciting array of French Impressionist works 
appeared in a supplementary display assembled from American 
private collections.^^"* The slight of the French Impressionists by 
their own government set them apart aesthetically as well as 
politically. They were identified as fresh, modern, and dissident 
and seemed to speak a new language, revealing a path to freedom 
from academic strictures. For the Americans, the French Impres- 
sionist commitment to landscape offered a corrective to the 
academic emphasis on the figure and encouragement to return to 
the traditionally American theme of nature. The French Impres- 
sionists showed Americans how to create an American art."^ 

There were not many Impressionist works of either French or 
American origin at the Chicago fair, but the few that were shown 
were so vivid and new in relation to the works that dominated 
the national paintings installations that they attracted substan- 
tial attention. The American Impressionist canvases, no more 
than a handful among a fundamentally academic display, included 
several of French subjects; these were by Hassam, Robinson, and 
Robert Vonnoh. Among the American Impressionist images of 
native scenes were a Hassam view of Fifth Avenue in the snow; 



Tarbell's In the Orchard (fig. 18); three winter landscapes by 
Twachtman; a Weir landscape; and one of Chase's pictures of 
Central Park."^ 

Garland heard in the new language of Impressionism local 
accents that could support an art of regional authenticity. "The 
atmosphere and coloring of Russia is not the atmosphere of 
Holland. The atmosphere of Norway is much clearer and the 
colors more vivid than in England. One school therefore cannot 
copy or be based upon the other without loss. Each painter 

should paint his own surroundings As I write this, I have just 

come in from a bee-hunt over Wisconsin hills, amid splendors 
which would make Monet seem low-keyed." Maintaining in this 
sensitive defense of the new painting that Impressionism was 
appropriate for describing such specific locales. Garland noted 
how useful the style might be for recording the American here 
and now.^^^ 

Nationahstic sentiments and approbation of Impressionism 
were even more clearly articulated in Impressions on Impres- 
sionism, published in response to the Seventh Annual Exhibi- 
tion of American Paintings^ held at The Art Institute of Chicago 
in 1894. Here Garland, sculptor Lorado Taft, and conservative 
landscape painter Charles Francis Browne considered the works 
shown, which included American Impressionist canvases, and 
urged American artists to continue to adopt native themes. 
Queried Browne: "Is a Brittany peasant more to us than every- 
thing else? Haven't we out-door subjects in our fields, or our 
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mountains, by our glorious lakes, on the shores of our loud 
sounding seas? We assuredly have. American art must be devel- 
oped by the artists in happy sympathy with American surround- 
ings, and supported by a public loving the home things more 
than imported foreign sentiment," And Garland praised the 
painters in the exhibition whose works were animated by indi- 
vidualistic Impressionist impulses, counseling them: "The next 
step is to do interesting American themes and do it naturally.""^ 

Garland's enthusiasm for Impressionism was tantamount to a 
mandate for American artists to adopt the style as a national 
expression. The Hoosier Group of five midwestern Impression- 
ists would respond most fully to his reformatory efforts. But 
eastern artists also were sympathetic to Garland's prescription for 
an American Impressionism, and some — most notably Robinson — 
can be associated directly with his agenda. 

The need for a nationalist American art was felt ever more 
urgently as the new century dawned. Now painters and writers 
obsessively struggled to define the character and qualities of 
American art.^^° Winslow Homer's epic late seascapes (see fig. 
26), painted during the last twenty years of his life, offered what 
many considered a powerful homegrown natjonal statement and 
helped to determine what "American" meant, as Bruce Robertson 
has recently argued. ^"^^ Critics characterized Homer's paintings of 
the rocky New England coast as American, and thus as big, 
virile, and real. While such adjectives were literally descriptive of 
his canvases, they were also chosen to differentiate Homer from 
artists who derived inspiration from Europe, particularly France, 
and now were deemed genteel, effeminate, ideaHzed. Inevitable 
targets for such epithets, the American Impressionists qualified 
as acceptably American only by virtue of their commitment to 
the American scene. American Realists, notably Henri, Luks, 
Bellows, and Rockwell Kent, were inspired artistically by Ho- 



mer's resistance to prettiness and sentimentality and personally 
by his vigorous individuality. In their eyes his accounts of the 
pounding sea overwhelmed the images of calm ocean, with their 
elegant shapes and color accents, portrayed by French and Amer- 
ican Impressionists. 

Other turn-of-the-century painters and commentators saw no 
incongruity in the use of a foreign technique such as Impression- 
ism to make a nationalist statement. In 1904, when the Ameri- 
can art display at the Universal Exposition in St. Louis was 
organized with a nationalist agenda, the foreword to the accom- 
panying catalogue boasted that the United States had "a distinc- 
tive national art, so individual that it can be mistaken for no 
other." The author defined national art thus: "American art, like 
American literature, is eclectic; but when from the technique of 
the foreign school the artist comes home for his subject, his inter- 
pretation and his atmosphere, we have the American picture." '^"^ 

The American Impressionists had come home for their sub- 
jects, reconsidering their attitude toward the unpaintability of 
American life and reversing their earlier internationalist stance. 
In choosing to depict modern life, they captured a new vision of 
the American countryside, city, and home and created memora- 
ble American paintings. At the same time they showed the way 
for the Realists who followed them, painters whose art, as Henri 
put it, "cannot be separated from life." Both generations pro- 
vided a resource for later American painters who responded to 
the American scene and temper in a variety of styles: Max 
Weber, John Marin, Joseph Stella, Charles Demuth, Charles 
Sheeler, Stuart Davis, and Edward Hopper, among others. The 
paintings of the American Impressionists and Realists, in terms 
of both their actual content and impHed significance, impel us to 
explore issues of concern to turn-of-the-century Americans and 
offer us images of enduring interest. 
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/ happen to be a member of the most magnificent profession 

that the world knows It has a standard established for 

all time of the highest dignity. 

WILLIAM MERRITT CHASE (1916) 

Art when really understood is the province of every human 
being, 

ROBERT HENRI (1923) 

Assertive and flamboyant in their painting and teaching styles 
and devoted to depicting the world around them, Impressionist 
William Merritt Chase and Realist Robert Henri epitomize their 
respective generations. Chase, born in 1849, typifies the Ameri- 
can painters who formed themselves in foreign art schools in the 
1 8 70s and then took up Impressionism so effectively that by 

The Studio ^^^^ constituted an estabHshment style in their own country. 

Henri, born in 1865, is the archetype of the rebellious, socially 
conscious American Realists, who challenged the supremacy of 
Chase and his colleagues. Despite their chronological, philo- 
sophical, and styHstic differences, their biographies, art training, 
and professional endeavors were similar. They knew each other, 
and each other's work, well. Their careers overlapped from 
1886, when Henri began his art studies, until Chase's death in 
1916. They taught at the same schools, shared students, exhib- 
ited in some of the same shows, and sought the attention of 
patrons and critics within the same market. When we compare 
their portraits, beach scenes, or city views, they reveal affinities 
that are sometimes masked by the strident rhetoric in which 
these two artists often indulged. Certainly Henri's Girl Seated by 
the Sea of 1893 (fig. 107) is a cousin, even a sibling, of Chase's 
Fairy Tale of 1892 (fig. 98). Such pictures are caught up in the 
complex web that unites the two painters and their generations. 

Both Chase and Henri were born in the Midwest and both 
concocted pubHc images of themselves for eastern consumption. 
Chase, the son of a harnessmaker who became a dry-goods 
merchant, affected an elegant white suit, a glittering collection of 
rings, and a top hat and kept wolfhounds as pets. Henri (ne 
Robert Henry Cozad) was the son of a gambler who eventually 
legitimized himself as a land speculator. Chase studied in Munich, 
Henri in Paris, but their reactions to the artistic riches of the Old 
World were similar. Chase's often-quoted exclamation of 1872, 
"My God, I'd rather go to Europe than go to heaven,"' was 
echoed by Henri when he was in Paris in 1888 and wrote: 
"Eureka! I have it! This is what I have longed for!"^ And when 
they returned to the United States, both applied their European 
experiences to the portrayal of American subjects. 

Chase, who had been one of the first instructors at the Art 

Detail, fig. 38 Students League, established in New York by disgruntled students 
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from the National Academy of Design in 1877, befriended Henri 
during the 18905.^ Both were vital teachers at Chase's New York 
School of Art, Chase from its founding in 1896 until 1907, and 
Henri from 1902 until 1909, at which time they could no longer 
reconcile their different pedagogical approaches. The two played 
similar roles as movers and shakers in New York's art world. 
Both were provocative figures, active as exhibition organizers, 
and, as such, both did much to change the course of American 
art at the turn of the century. "Their power was, like an orchestra 
leader's, in that which they could make other men do," observed 
Guy Pene du Bois of these two remarkable painters,"^ In 1880— 81 
and from 1885 to 1895 Chase served as president of the Society 
of American Artists (founded in 1877), when its exhibitions chal- 
lenged those of the National Academy of Design. But the society, 
following what seems a predictable pattern of energetic reform 
succeeded by gradual retrenchment, failed to hold Chase's alle- 
giance. In 1902 (after the death of John H. Twachtman left an 
opening in the group). Chase joined the Ten American Painters 
(founded in 1897), adding his voice to their protest against the 
society's increasingly conservative selection and display policies. 
In the early twentieth century Henri assumed the rebel's mantle 
when both the academy and the society rejected progressive 
works by his friends and students. As Chase had done earlier, 
Henri organized independent exhibitions, most notably that of 
The Eight at the Macbeth Galleries in 1908. 

Portraits of fellow artists by Chase and Henri signal a series of 
important changes that took place in the painter's profession at 
the turn of the last century. Chase's portrayal of James McNeill 
Whistler (fig, 27) captures the spirit of perhaps the most flam- 
boyant artistic personality of the age, the expatriate American 
painter, printmaker, and interior designer whose creed of art for 
art's sake was espoused by Chase and other artists of his gen- 
eration.^ Whistler's work and philosophy were founded on this 
creed, and they were also instrumental in establishing the notion 
that the professional artist is the preeminent arbiter of good 
taste. As Russell Lynes has noted, following Whistler's example, 
the self-confident American artist of the 18 80s "sold not just 
canvas or marble or bronze, he sold theories and he sold himself 
as their embodiment or as their prophet. He became a tastemaker 
as well as an art-maker."^ 

Chase does not portray Whistler at work; instead he shows 
us, with all of its styUzed gesture and manner, the public face of 
Whistler, whom he once described as "the fop, the cynic, the 

brilliant, flippant, vain, and careless idler a dainty, sprightly 

little man, immaculate in spotless linen and perfect-fitting broad- 
cloth." Himself a fashion plate. Chase catalogued his subject's 
affectations: "He wore yellow gloves and carried his wand 
poised lightly in his hand. He seemed inordinately proud of his 
small feet and slender waist; his slight imperial and black 
mustache were carefully waxed; his monocle was indispensable."^ 



Chase was as concerned with how Whistler painted as with how 
he looked. His portrait presents the man's art as well as the man 
himself, celebrating Whistler's style and technical virtuosity as 
well as Chase's ability to duplicate them. Chase shows his model 
at full length, silhouetted against an austere backdrop, in the 
manner of the portraits Whistler himself painted in the 1870s 
and 1880S. Chase also mimics Whistler by reducing details of 
costume and setting to enhance the unity of the whole. "Whis- 
tler," Chase observed, "made his paint so thin with kerosene that 
sometimes he had to lay the canvas flat to keep it from running 
off."^ In Chase's portrait the use of thin washes and the low- 
key palette and broad paint application recall Whistler's 
own working method, which, in turn, was inspired by the study 
of Velazquez, 

Both Whistler and Chase, who were so concerned with 
cultivating an aesthetic personal image, also strove to create 
graceful and beautiful pictures, which they deemed reflections of 
their own elegance. Chase quipped: "A vulgar man might paint 
an angel, and have it as vulgar as himself; a person of the most 
sensitive and beautiful nature might paint a potato, and have it a 
great work of art."^ In this portrait Whistler's appearance gives 
us little clue to his profession but instead suggests refinement and 
leisure. The man Chase portrays is not dressed to work but to 
play the role of the flaneur^ to stroll outdoors, to see and to be 
seen in the streets of London, storing up observations for later 
artistic use. In interpreting Whistler, Chase, too, assumes the role 
of the flaneur^ studying his subject closely, noting his distinctive 
artistic and personal traits, and presenting him with cynical 
detachment.^^ 

Whistler would have agreed with the appraisal of their calling 
that Chase offered in an essay of 1916: "I happen to be a member 
of the most magnificent profession that the world knows. There 
is no profession that can quite compare to it. It has a standard 
established for all time of the highest dignity."" No wonder 
Whistler recognized Chase's penetrating characterization of him 
in his portrait as a "monstrous lampoon," He wailed, "How 
dared he — Chase — to do this wicked thing? and I, who was 
charming and made him beautiful on canvass, the master of the 
avenues." 

Unlike Chase's vision of the magnificent professional, the 
conception of the artist espoused by Henri and his associates was 
egahtarian, and they expressed it in both print and paint. As 
Henri wrote in 1923 : "Art when really understood is the prov- 
ince of every human being When the artist is alive in any 

person, whatever his kind of work may be, he becomes an in- 
ventive, searching, daring, self-expressing creature. Where those 
who are not artists are trying to close the book, he opens it, 
shows there are still more pages possible.'"^ 

The ordinariness of artistic existence, the commitment of 
Realist artists to the mundane, and the underlying premise that 
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Fig. 27 William Merritt Chase. James Abbott 
McNeill Whistler, 1885. Oil on canvas, 74 'A 
X 36V4 in. (188.3 X 9Z.1 CI")* The Metropolitan 
Museum of Art, New York, Bequest of William H. 
Walker, 1918 18.2,2.2 




Fig. 28 Robert Henri. George Luks, 1904. Oil on 
canvas, y6'A x^SV^ in. (194.3 ^ 97-2. cm). National 
Gallery of Canada, Ottawa 9587 
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art "is the province of every human being" are suggested in 
Henri's frank portrait of George Luks (fig. 28). Like other 
Realist painters of his generation, men who were poUtical and 
social activists as well as artists, Luks risked being a vulgar man 
and challenged accepted ideas of decorum. Whistler had handed 
down to Chase the role of the dandy. "It was a polite role cal- 
culated to entertain and mildly startle 'Society' without offend- 
ing potential buyers," explained Forbes Watson as late as 1935. 
"Luks, on the other hand," Watson continued, "evolved a 
rougher part. He, as it were, made his entrances from McSorley's 
Bar as one of those people prepared to hurl mighty shocking 
phrases at the gentry." Luks was not a member of the gentry; 
but, in fact, he contrived the image of a rough character as 
assiduously as Whistler and Chase presented themselves as ele- 
gant dandies, and he was as willing as either of them to strike an 
artistic pose, albeit a different kind of pose, that offered a degree 
of shock. 

Luks led a colorful life as an artist-reporter in Philadelphia 
and New York, even traveling on assignment to Cuba, where he 
drew war scenes and got drunk enough to lose his job. In 1896 
and 1897 he worked for the New York Worlds drawing illustra- 
tions, caricatures, and, after Richard Felton Outcault left the 
paper, the weekly cartoon page that was known variously as 
"The Yellow Kid," "Hogan's Alley," and "McFadden's Flats."'^ 
Newspaper readers who appreciated Luks's illustrations and his 
comic strip were far more numerous than the refined clients who 
patronized Whistler and Chase, 

Luks's painting style, like his persona, was coarse and provoc- 
ative rather than aesthetic. In fact, in 1904, the year that Henri 
painted his portrait of Luks, the two artists and their coexhibitors 
in a progressive group show at the National Arts Club were 
hailed by Charles de Kay as representatives of "the vigorous 
school of picture-making" that sought to capture "the red-hot 
impression." De Kay described two of Luks's own portraits as 
"triumphs in their own way, so thoroughgoing is the psychology 
which the painter has expressed without undue elaboration," 
exclaiming "that they have nearly produced a riot in the club."^^ 

Luks, who in Henri's portrayal looks as if he would be a 
willing participant in such a riot, was known to be an excessive 
drinker and a barroom brawler. Here he gazes out at his audi- 
ence, a lit cigarette dangling from his fingers. He is dressed 
neither to venture out in public nor to receive proper visitors. 
His simple at-home attire, an odd choice for a portrait sitting, 
combines a gentlemanly shirt and tie with far more casual 
trappings — what appear to be slippers and a dressing gown, 
which is loosely tied at his ample waist and closed with the hem 
of one side hanging sloppily far below the other. Henri offers 
only a little more information about Luks's setting than Chase 
supplied for Whistler's. Luks rests his arm on a carved and 
gilded frame that leans against the wall behind him, as if he had 



hurriedly chosen some random studio prop to help support his 
pose. Luks seems undisturbed by his indecorous attire and gazes 
out at us with an insouciant confidence as marked as that 
flaunted by the soigne Whistler. 

Henri's portrait of Luks, like Chase's picture of Whistler, 
describes his subject's artmaking as well as his visage. Here 
Henri takes pains to emulate features of Luks's own portrait 
style. Henri's slashing strokes represent the sitter's hands and 
facial features with a boldness that approaches crudity, and rich, 
dark colors are applied with little effort at subtle modeling. 
Following Luks's practice, Henri makes us acutely aware of the 
painter's vigorous hand and its expressive power. This nod to 
Luks's virtuosity and Henri's choice of an imposing full-length 
format usually reserved for portraits of the wealthy and distin- 
guished (see fig. 253) declare his regard for Luks as a painter. 
Like Chase, Henri was committed to portraying his own milieu. 
Believing that modern American artists must record their own 
lives and experiences, Henri would have found inevitable the 
subject of an artist friend. What could be more at the heart of his 
own life than a colleague who joined him in redefining American 
art and repositioning the American artist at the turn of the 
century? 

Two more portraits by Chase and Henri reflect the stylistic 
duality between the artistic generations these two painters rep- 
resent and also make us think about how difficult it was for 
American women to succeed as painters at the turn of the cen- 
tury. Dora Wheeler, Chase's student as early as 1878 and his 
sitter in 1883 (fig. 29), worked as a painter, primarily as a 
portraitist, but she achieved greater prominence in the decorative 
arts as a book illustrator and a designer of stained glass and 
greeting cards. Josephine Verstille Nivison, portrayed by Henri 
as The Art Student (fig. 30), sacrificed her own artistic aspira- 
tions to her husband's needs. The stories of their careers help us 
understand why acclaimed women painters were so rare among 
the American Impressionists and Realists, even though most of 
Chase's and Henri's students were women. 

Chase undertook his lifesize seated portrait of his student 
Wheeler not on commission but to create an exhibition piece 
primarily for display in Europe. Always anxious to aggrandize 
his own image and reputation. Chase intended this painting as a 
demonstration of his artistic ability; with it he proclaims himself 
a modern painter of portraits, breaking his ties with the old- 
master tradition and adopting the more fashionable contempo- 
rary styles of Europeans Mariano Fortuny and Alfred Stevens 
(see fig. 31). Chase depicts his subject with her hand raised to 
her cheek, using this convention to indicate that the sitter is lost 
in thought. Indeed, as a woman artist. Wheeler had much to 
think about. Chase himself would have perceived his model as 
far less his professional equal than Whistler was. Unlike that 
notorious expatriate, who enjoyed an international reputation as 
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Fig. 30 Robert Henri. The Art Student (Miss Josephine Nivison), 1906. Oil on 
canvas, yjV^ x^SVx in. (196.2 x 97.8 cm). Milwaukee Art Museum, Purchase 
M1965.34 



an innovator in both the fine and decorative arts, Wheeler w^as a 
less accomplished female artist who was a proponent, though 
not a leader, of the American Aesthetic Movement that Whistler 
inspired. The Aesthetic Movement, which began in England and 
powerfully influenced American interior decoration, reached its 
height in the early i88os, when Chase painted this portrait, Dora 
Wheeler sat for Chase just as she joined forces with her mother, 
Candace, a distinguished needlework designer, and other women 
to continue the name and work of the recently dissolved decorat- 
ing firm Associated American Artists, which Candace and other 
decorative artists had established/^ The decorative arts enabled 
Dora Wheeler, and other women of the period, to achieve a 
measure of professional artistic status/*^ 

An uninformed viewer could not guess that Chase's portrait is 
set in Wheeler's newly opened New York design studio at 115 East 
Twenty-third Street. The model is starkly silhouetted against a 
sumptuous Japanesque wall hanging, perhaps one of her own or 
her mother's creation. Little else attests to her artistic enterprise. 
Her elegant fur-trimmed dress, appropriate for the kind of sitter 
Chase wished to attract, is entirely unsuitable for artmaking. 
Wheeler is surrounded by an eclectic mix of furniture and dec- 
orative objects: a Chinese taboret bearing a flower-filled piece 
of art pottery beside an Elizabethan-revival easy chair. Although 
such luxurious appurtenances graced many an artist's studio, 
including Chase's own, they were also to be found in the homes 
of Chase's potential patrons, who could thus identify with both 
Wheeler's setting and costume. 

Chase may have been striving to draw attention to himself as 
well as to his model. The ceramic vase next to Wheeler contains 



narcissus, a floral reminder of the Greek myth in which a vain 
youth falls in love with his own reflection, pines away for it, and 
is transformed into a narcissus flower. This could be interpreted 
as a subtle reference to his sitter's self-absorption or as evidence 
of the artist's unconscious acknowledgment of his own vanity. In 
the Japanesque hanging, within a prominent swirl of color on a 
field embroidered with flowers, waterfowl, and dragonflies, a cat 
seems to chase something, offering a visual pun on the name of 
the painting's creator.^' This device, if it is an autograph, would 
recall Whistler's well-known butterfly monogram. 

Henri's portrait of Nivison resonates with his connections to 
both predecessors and successors, illuminating the complex 
interweaving of careers and influences among several generations 
of American painters. In style and subject it recalls the work 
of two older artists then teaching with Henri at the New York 
School of Art: Thomas Anshutz, Henri's own teacher, who 
traveled there from Philadelphia to present a series of six lectures 
on anatomy in early 1906, and Chase, whose success with the 
full-length society portrait was already legendary. Because of 
the model's identity — she would become the wife of fellow 
student Edward Hopper — the portrait also signals Henri's role 
as a teacher of leading painters of the next generation, as well as 
of many who — like Nivison — were obliged to curtail their careers. 

Nivison's status as an artist is more obvious than was Wheeler's 
in Chase's portrait. This may be an indication of the modest 
strides made by American women after the turn of the century. 
Nivison is still the art student, but at least she looks out at us as 
if she has been interrupted in the midst of her work. The 
feeling that this is a sudden encounter with this slender, 



Fig. 31 Alfred Stevens. In the Studio, 1888. Oil on 
canvas, 42 x 53'A in. (106.7 ^ 135.9 cm). The 
Metropolitan Museum of Art, New York, Gift of 
Mrs. Charles Wrightsman, 1986 1986.339.2 
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vivacious figure is heightened by the disorderly mass of her loose 
broM^n hair. A dark blue artist's smock covers her clothing — a 
simple blouse and skirt — and slips from one shoulder; her left 
hand clutches a sheaf of paintbrushes. The setting is neutralized, 
as it was in Chase's portrait of Whistler, but Nivison's attire and 
accessories suggest that she is in her studio. 

Despite her training with Henri and her ambition, she sub- 
sumed her career into her husband's, working by his side (and 
insisting that she model for all the female figures he painted), 
keeping records of his works, shielding him from journalists, and 
encouraging him. Yet she was judged harshly, for Hopper's 
friends attributed his moroseness to her unsociability.^"* Painter 
Raphael Soyer characterized the differences between the esteemed 
husband and the less well-known wife in a description of their 
adjoining Cape Cod studios, the one expansive, the other confin- 
ing: **In Jo Hopper's studio there was a permanent, never-changing 
exhibition of her paintings — pictures of her small, crammed 
world, of Truro, flower pieces, interiors of her room, and 
pictures of cats and pot-bellied stoves. Only once did we see 
Edward's studio, a large white-washed bare room with an 
etching press, an easel and nothing on the walls." Mrs. Hopper 
was the grudging but ladyUke hostess, claimed Soyer: "J^> would 
daintily serve us bread-and-butter sandwiches and tea fragrant 
with a clove in each cup."^^ She was reduced, as Eleanor Munro 
has pointed out, to the role of the " 'wife who also paints' . . . [the] 
victim except in the role of Muse,"^^ when in actuality she 
deserved to be cast as the survivor. 



Modern Conditions Demand Modem Art 



/ studied the works of the masters But, in my great 

desire to build my art on the eternal principles which 
govern theirs, I fell almost unavoidably into an error, , . . 
modern conditions and trends of thought demand modern 
art for their expression. 

WILLIAM MERRITT CHASE (1910) 

/ have no desire to destroy the past, as some are wrongly 
inclined to believe. I am deeply moved by the great works 
of former times, but I refuse to be limited by them. 

GEORGE BELLOWS (1920) 

Studios reflect changes in the status and public personae of 
artists and in the resources that inspire them. William Sidney 
Mount's Fainter s Triumph oii^-if^ (fig. 3z) shows the typically 
austere studio in which the mid-nineteenth-century American 
painter conducted business. An engraving after the painting 
accompanied "The Painter's Study," a short story of 1839 by 




Fig. 32 William Sidney Mount. The Painter*s 
Triumph, 1838. Oil on wood, 19 Vk x 23^4 in. (49.5 
X 59.7 cm). Pennsylvania Academy of the Fine Arts, 
Philadelphia, Bequest of Henry C, Carey (The Carey 
Collection) 1879.8.18 

A. A. Harwood. In his text, which may have been inspired by 
Mount's oil, Harwood writes of Raphael Sketchly struggling to 
convince Farmer Dobbs, whose farm he has depicted, to pur- 
chase the scene that delights him. Sketchly's studio, aptly de- 
scribed by Harwood as "an atelier scantily furnished, but strewed 
with a characteristic disregard to order,"^^ has bare walls and 
floors and contains little besides the painter's tools: palette, 
brushes, stretched canvases, an easel, and a chair. The picture 
reveals that the only adornment and reference to artistic tradi- 
tion is a drawing after a cast of the Apollo Belvedere — a symbol 
of academic standards — which seems to turn away in disgust 
from the landscape on the easel. 

By the late nineteenth century, the growing professionaliza- 
tion of American artists resulted in the creation of more numer- 
ous and more specialized studios than had been available to 
Mount's generation. These facilities, which included New York's 
Tenth Street Studio Building, were designed and erected specifically 
for the use of artists. Such studios were sometimes quiet 
retreats from urban confusion, yet painters and sculptors opened 
them to visits from the public in the hope of attracting critical 
support and patronage. The public, increasingly interested in art 
in this period of economic expansion, was enthusiastic. "For a 
while," remarked one journaUst in 1877, "the best-cultured 
people found it charming, and many more with new riches and 
nought besides would gladly have paid handsome sums for 
tickets admitting them among the aristocratic coterie wont to 
pay gracious homage to Art.'"^^ The cosmopolitanism of Ameri- 
can artists prompted them to gather mementos of foreign study 
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and travel for display in their studios; here they emulated the 
lavish quarters of their European mentors and colleagues, who 
also welcomed visitors. The aesthetically furnished studio be- 
came an emblem of the new status of American artists and 
artisans as arbiters of good taste, a status in part conferred by 
the Aesthetic Movement, which also promoted the use of decora- 
tive objects in domestic and public spaces. For the American 
Impressionists, then, studios functioned not only as retreats, 
exhibition halls, and reception places but also as showcases for 
their taste. "Studios are interesting places," commented painter 
Walter Pach as he prepared to interview his fellow artist Chase in 
1910, "for they reflect the quality of mind of their inhabitants 
more fully than any other sort of room."^ ' 

Chase's renowned studio in the Tenth Street Studio Building 
was often illustrated and discussed in the popular press, becom- 
ing a paradigm (fig. 33).^^ A writer catalogued its contents in 
1889: "bric-a-brac, splendid and lavish , . . expanses of Persian 
loom-work, great faded fragments of tapestry; copies of the old 
masters . . , done by his own hand in the period of his wanderjdhre; 
armor, weapons of every country, ancient altars, worm eaten 
carvings, old brasses, pearl-inlaid long-necked stringed instru- 
ments, and even the glittering ebon countenances of prognathous 
Peruvian mummies suspended by their long black hair."^^ Chase's 
studio embodied his self-invented pubHc persona. In contrast to 
photographs of it, which often show Chase standing before an 
easel that holds his latest canvas, the painter at work is absent or 
downplayed in paintings that reveal the studio as a place for 
aesthetic display and contemplation of works of art.^"^ In The 
Tenth Street Studio (fig. 34), for example, visitors relax at a table 
or examine paintings that hang on an elaborately decorated 
wall; Chase is nowhere to be seen, as either artist or salesman. 

In Chase's studio and in his depictions of it, clients could be 
reassured of the painter's association with tradition while con- 
sidering undisturbed his collection of objects. Art critic Samuel 
G. W. Benjamin, who visited Chase's lair in the late 1870s, 
described it as "rich in attractions which carry the fancy back to 
other climes and the romance of bygone ages."^^ The seated 
model for In the Studio (fig. 35) wears old-fashioned clothing — 
her dress, with its billowing sleeves and scooped neck, dates 
from the 1820s, and her bonnet, decorated with feathers and silk 
ribbons, would have been popular in the 1830s. She leafs 
through a portfolio, engrossed in its elaborate illustrations that, 
like her aesthetic costume, take her to another time and place. 

As Chase dressed this woman in a costume to evoke the 
American past, so he furnished his studio with eclectic bric-a- 
brac to recall the accumulated artistic achievements of the Old 
World. His model is nearly engulfed by opulent decorations — 
an oriental rug lies at her feet; a carved cabinet holds flowers, 
brushes, vases, casts after sculpture, and a ship's model; the wall 
behind her is hung with rich silks and patterned rugs as well as 



with paintings and prints, including an engraving after Malle 
Babbe by Hals.^^ Chase admired Hals for bringing to life 
Dutch men and women of the past through portraiture; he 
believed that Hals contributed to what he called "the import of 
art": "The knowledge we have of man in his earliest civiliza- 
tions, and even from the time before that, is to a large extent 
derived from the relics of art that come to us."^^ Chase hoped 
that his own paintings would become the "relics of art" of his 
own age. 

Hals was not Chase's only idol. In portrayals of his studio at 
Shinnecock he aligned himself with the old master he felt was 
most modern and esteemed above all others — Velazquez. Chase 
said: "One reason [Velazquez] seems so near to us is that he . . . 
with all his acquirement from the masters who had gone before 
him — felt the need of choosing new forms and arrangements, 
new schemes of color and methods of painting, to fit the time 
and place he was called on to depict."^^ Chase's Hall at Shinnecock 
(fig. 36) shows the artist at his easel reflected in the mirrored 
door of a huge black armoire inspired by old Dutch cabinets. 
His reflected presence alludes both to Velazquez's self-portrait 
in Las Meninas (The Ladies-in-Waiting) (fig. 37) and to the 
Spanish artist's inclusion on the far wall of a mirror that reflects 
the image of the king and queen — either as they stand in the 
room watching the infanta and her retinue or as they are por- 
trayed on his canvas. The references to Las Meninas also create 
an aura of aristocracy for Chase's portrayal of his own "maids of 
honor" — his wife and daughters. Despite the many-leveled allu- 
sions to its Spanish prototype, the high key of the canvas and the 
mundane domestic interior that Chase records in Hall at Shinne- 
cock create a vivid renovation of tradition rather than a slavish 
imitation. In such works Chase amply succeeded in following the 
advice he had received from Stevens to cease emulating the old 
masters. In 1910 Chase recalled that counsel: "I studied the 

works of the masters But, in my great desire to build my art 

on the eternal principles which govern theirs, I fell almost 
unavoidably into an error. This was brought home to me in 
striking fashion by Alfred Stevens, who said to me after seeing 
my picture at the Salon: 'Chase, it is a good work, but don't try 
to make your pictures look as if they had been done by the old 
masters.' I saw the truth of his remark; modern conditions and 
trends of thought demand modern art for their expression.'"^^ 

A comparison of Chase's studio images with a studio scene by 
Bellows illuminates contrasts and continuities between the way 
these two artists, and by extension the painters of the Impres- 
sionist and ReaHst generations, saw themselves in terms of their 
surroundings and of artistic tradition. Chase's student and ad- 
mirer Bellows uses his home studio as the setting for a family 
Christmas scene in The Studio (fig. 38).'^* Bellows literally 
painted in the midst of his own life — depicting his family engaged 
in ordinary activities — and fulfilled his stated credo that "all 
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Fig. 3 3 William Merritt Chase in His Tenth Street Studio, ca. 1895. Albumen 
print. William Merritt Chase Archives, The Parrish Art Museum, Southampton, 
New York, Gift of Jackson Chase Storm 




Fig. 34 William Merritt Chase. The Tenth Street Studio, ca. 1889-1905. 
Oil on canvas, 47V8 x 66 in. (121.6 x 167.6 cm). The Carnegie Museum of Art, 
Pittsburgh, Purchase 17.22 
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Fig. 35 William Merritt Chase. In the Studio, ca. 1880. Oil on canvas, 28 Vs x ^oVs in. 
(71.4 X 101.9 cm). The Brooklyn Museum, New York, Gift of Mrs. Carll 
H. de Silver in memory of her husband 13.50 
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Fig. 36 William Merritt Chase. Hall at Shinnecock, 
1892. Pastel on canvas, 32V8 x 41 in. (81.6 x 104.1 cm). 
Terra Foundation for the Arts, Daniel J. Terra 
Collection 1988.26 




Fig. 3 7 Diego Velazquez. Las Meninas (The Ladies- 

in-waiting), 1656. Oil on canvas, 10 ft. 5 in. 

X 9 ft. Vk in. (3.2 X 2.8 m). Museo del Prado, Madrid 



living art is of its own time.""*^ Within a single canvas he explores 
a wide range of relationships — professional (artist and model, 
printmaker and printer), personal (husband and wife, sibling and 
sibling, parents and children, mother-in-law and son-in-law), 
and social (mistress/master and servant). On the balcony a printer 
— presumably George Miller, who produced Bellows's litho- 
graphs — is at work on a press creating lithographs, which were 
emerging as a means for American artists to reach a broader 
public when Bellows executed this picture. Almost everyone is 
wearing clothes that were commonplace in 1919. But Emma, the 
painter's wife, has donned an old-fashioned dress to pose for a 
painting, as had Chase's model for In the Studio, Bellows, like 
Chase, thus recalls the past, underscoring the role of artifice in 
the creative process, even when a painter is striving for a "living 
art." As if to emphasize the element of artificiality. Bellows ap- 
pears to touch his brush to Emma's costume, enUvening it with 
the brilliant green that dominates the palette of his Studio,^^ 

Compared with Chase's artistic atelier with its aesthetic clutter, 
Bellows's home studio seems quite spartan. His paintings hang 
on unadorned white walls; his paraphernalia — brushes, paint, 
rags — are contained within functional cabinets; plain brown 
curtains frame the balcony; two blankets are tossed over the 
balustrade; the polished wood floor is bare; and the window is 
covered with simple sheer curtains. Only the leopard skin draped 
over the balustrade offers a decorative or exotic touch. This 
austere space reflects new ways of thinking that had emerged 
after the turn of the century. The American Realists identified 
with the working classes and repudiated the rarefied atmosphere 
of the genteel and artful atelier beloved by the Impressionists. A 
1903 account of studio life in New York indicates that changes in 
spirit and decor even generated changes in nomenclature: " 'I 
want to protest against the word studio,' said the young woman 
who was putting the finishing daubs of green on a landscape. *I 
thought we all agreed to call them "workshops." ' '"*"* 

Although Bellows would not draw the inspiration of tradition 
from his studio surroundings, his artmaking is highly contrived. 
Typically for this painter. The Studio is not merely a record of 
present-day events but also refers to other works of art and is 
refined according to a geometric program. Bellows, who must 
have begun to admire Spanish painting while working with 
Chase and Henri, based the canvas and the lithograph from 
which he developed it on Las Meninas by Velazquez. Through 
his reference to Las Meninas^ which shows Velazquez presuma- 
bly painting a portrait, Bellows also alludes to the Spaniard's 
portraits, great paintings that appealed to this Realist as well as 
to many an American Impressionist."*^ 

Bellows's Studio demonstrates the playful relationship of new 
master to old. Like Velazquez, Bellows shows himself hard at 
work on a portrait, brush in hand, palette on the table beside 
him. However, in Las Meninas a huge canvas, turned away from 
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Fig. 39 Bellows's studio, ca. 1924, from advertise- 
ment for Devoe Artists' Materials, International 
Studio 79 (April 1924), p. xxxv 

US, is cut off at the left edge of the composition and rises almost 
to its top. Velazquez confronts our gaze from behind this canvas, 
but we cannot see the image that he is painting. By contrast, 
Bellows stands with his back toward us. We have no eye contact 
with him but are allowed to see his work in progress, placed in 
the same position that is occupied by the enormous canvas in 
Las Meninas, Wearing colorful dresses, Bellows's daughters 
dominate the foreground of his picture like modern infantas. 
Seven-year-old Anne and three-year-old Jean play on the floor 
with some of their Christmas presents. Instead of a distant 
mirror reflecting an image of the Spanish king and queen, 
Bellows gives us his mother-in-law, Mrs. Story, Framed by the 
window, she leans on a table to speak on the indubitably modern 
telephone, while behind her an African- American servant, a lone 
reminder of the retinue of attendants in the Velazquez, looks on. 

In 1920 an art critic encountered a "painstaking, deliberate, 
exact" Bellows working at his easel on a portrait and concluded: 
"He treats his subject as if it were a geometrical problem.'"^^ This 
conclusion is borne out by a detail in The Studio. Here Bellows's 
easel displays the beginnings of a three-quarter-length portrait of 
his wife."^^ Parts of this sketch correspond to her contours, but 
others obey an abstract system of linear notations. These lines 
resemble the geometric grids Bellows made when he was guided 
by such mathematical compositional formats as the golden 
section, which intrigued him as early as 1908."^^ 

The underlying organization of The Studio, as well as of the 
portrait in progress, conforms to a predetermined geometry. 
Before he began to paint The Studio , Bellows calculated the 
structure of the composition according to an elaborate system of 
lines that are visible under infrared light."*^ As in many of his 
pictures, the placement of forms is related to the proportions of 
the canvas. Bellows has manipulated the space of his home 



studio, whose actual proportions are documented in a contem- 
porary photograph (fig. 39). His most obvious artistic Hberty is 
the exaggerated verticality he achieves by raising the balcony in 
the painting. The everyday scene captured in The Studio is as 
self-conscious and contrived as the studied decoration of Chase's 
Tenth Street studio and his depictions of it. And like Chase's 
painted renditions of his studio, Bellows's Studio announces its 
creator's commitment to artifice. 

As their analogous comments and studio scenes indicate, 
Chase and his student Bellows had much in common. Both 
painters were determined to depict the present and both editori- 
alized on and manipulated their experience of that present, albeit 
in different ways, in making their pictures. Chase excluded 
evidence of the artist as workman; Bellows made the artist as 
worker the focus of his composition yet suggested, as Chase did 
in his Shinnecock studio scenes, that domestic harmony and 
artistic excellence can coexist. While creating paintings with 
up-to-date subjects. Chase and Bellows included models dressed 
in old-fashioned clothing as reminders of the past. Both were 
stirred by tradition and praised the achievements of the old 
masters, particularly Velazquez. Both used Las Meninas as a 
revered point of departure for studio scenes, and both developed 
their modern studio images by recasting rather than imitating 
their model. Bellows and his Realist contemporaries tried more 
self-consciously to detach themselves from tradition than did 
Chase and the other American Impressionists, but a dual alle- 
giance to the present arid the past was essential to both Bellows 
and Chase, and to their respective colleagues. Indeed, Bellows 
articulated his double loyalty a year after he painted The Studio: 
"I have no desire to destroy the past, as some are wrongly 
inclined to believe. I am deeply moved by the great works of 
former times, but I refuse to be limited by them."^^ 

The studio settings that the American Impressionists and 
Realists occasionally depicted served quite different purposes 
than did the studios of their predecessors at home and abroad. 
American painters of modern life used their studios to nourish 
their art and their personae by providing ambience and decor. 
They used them as places that said something about those 
personae, not as retreats for synthesizing major compositions 
from the results of summer sketching, as the mid-nineteenth- 
century landscapists had done. They did not adhere to the 
procedures of French academics and employ studios as facilities 
in which they made drawings and oil sketches to explore artistic 
problems, or gather and study costumes and props to insure 
historical accuracy of details in their canvases, or arrange elabo- 
rate setups that would be transformed into narratives based in 
distant times and places. Breaking with these studio practices, 
the American Impressionists and Realists followed Edouard 
Manet, Edgar Degas, and other French Impressionists in revising 
rather than reiterating lessons gleaned from the old masters. 
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Fig. 40 John Singer Sargent. The Sketchers, 1914. Oil on canvas, 2.2 x 28 in. (55.9 x 71. i cm). 
Virginia Museum of Fine Arts, Richmond, The Arthur and Margaret Glasgow Fund 58.11 



They were uninterested in historical, exotic, or imaginary locales 
and in what had to be invented within the studio. Instead they 
found their subjects within the ordinary experience of their own 
time and place. They continued to work in the studio on the 
occasional portrait, figure study, and still life but were more 
often engaged with the rural and urban world outside its confines. 

Some sought subjects in the streets, squares, and parks near 
their studios, and members of both groups spent summers 
painting outdoors in country retreats, where the Impressionists 
among them produced pictures such as The Sketchers (fig. 40). 
This engaging view, completed by Sargent in 19 14, demonstrates 
the durability of the Impressionist method into the twentieth 



century; painted in San Virgilio, Italy, its locus could be any- 
where sunny and green. The setting is removed from the ills and 
conflicts of urban existence, for Sargent emphasizes a holiday 
world that would pass away after World War I.^^ For the war 
wrought international changes that forever altered the social and 
political fabric that the Impressionists and Realists sought to 
interpret as what Chase called '*the great record of America'* and 
Bellows termed "a living art of its own time."^"^ The genteel 
existence enjoyed and depicted by Sargent and other American 
artists of his generation was gone, replaced by darker worlds 
than those encountered and memorialized by the turn-of-the 
century ReaUsts. 
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THE COUNTRY 



Modern Painters in Landscape 



Detail, fig. 41 



The tenderness and grace of impressionism are reserved for 
its landscapes. 
CRITIC (1886) 

The definition so often given of the work of modern 
painters in landscape — which is, that they take a motif 
anywhere, as if looking out of an open window, and paint 
it just as they see it — is partly erroneous, only a half truth. 

CHILDE HASSAM (1903) 

When John Singer Sargent painted the French artist Paul Heileu 
sketching outdoors with his wife (fig. 41) in 1889, he revealed a 
great deal about both the practice and the purpose of the new 
movement in landscape painting as it would emerge in the 
United States. Landscape painting (not just the more common 
landscape drawing) has been brought outdoors, a point made 
forcefully by the artist's canvas shown resting directly on the 
ground, in the midst of the subject he is depicting, and by the 
presence of his brushes and portable palette. Sargent, already a 
well-known portraitist, depicts his model, an academically trained 
figure painter who usually worked in the studio, embracing the 
plein air method and the commitment to direct observation that 
recently had become mainstays of his own work.* 

Sargent had been painting outdoors from time to time in the 
Worcestershire countryside since 1885, when he left Paris and 
settled in London. His first summers in the west country were 
spent in Broadway, about twelve miles south of Stratford-upon- 
Avon, where he joined an informal colony of artists and writers. 
In March 1889 he took a house at Fladbury Rectory, near Broad- 
way, on the river Avon. There he was visited by Helleu, a close 
friend from his Paris days and, like himself, an admirer of Claude 
Monet's.^ Helleu's circumstances had changed radically in recent 
years: in 1886 he had married Alice Guerin, whom he had met 
two years earlier when she was only fourteen, and traded a 
bohemian life for one of comfortable domesticity.^ 

Sargent's Paul Helleu Sketching with His Wife shows ordinary 
people as they might actually have been found on a sunny after- 
noon at the water's edge, instead of the mythological, historical, 
or picturesque models represented by academic artists. Sargent 
has chosen an elevated vantage point, viewing the couple from 
above, the reeds and grass behind them forming a screen that 
blocks the distant view. The composition creates a balance 
between the figures and their setting and establishes an enclosed 
and somewhat private space set off from the surrounding 
landscape. 

The focus on Helleu's hand and its decisive gesture asserts 
the importance of the act of painting. During the 1870s and 
1880S younger American painters, Sargent among them, had 
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learned the significance of technical virtuosity while studying 
abroad, and many of them, unlike Sargent, returned home to 
preach what the critic Mariana Griswold Van Rensselaer called a 
new "artistic gospel": "The painter's first privilege, first task, 
first duty [is] to learn the art of painting,"'''^ As serious an en- 
deavor as painting was for Sargent and his artist friends, it was 
now an enterprise that took place in the midst of life. The bright 
red canoe that conveyed Helleu and his wife to their grassy retreat 
cuts across the picture on a diagonal, and a fishing pole is propped 
against the work in progress, reminding the viewer that the 
purpose of this outing was recreational as well as artistic. In Paul 
Helleu Sketching art and life — the act of painting and the subject 
of that art — come together. 

Here, too, Sargent strongly but subtly suggests the central role 
Helleu's wife played in his artmaking. Marcel Proust character- 
ized Helleu as the painter Elstir in his series of autobiographical 
novels Remembrance of Things Past and had much to say about 
Helleu's wife. Proust, as the narrator, describes visiting the 
artist's seaside studio, where he met Elstir's/Helleu's wife. Al- 
though he initially found her "most tedious," Proust developed 
an appreciation for her beauty after studying Elstir's paintings 
and realizing that her physical appearance had served as an 
inspiration to the artist. "I understood then that to a certain 
ideal type ... he had attributed a character that was almost 
divine," explained Proust.^ Indeed, the serpentine lines and ara- 
besques recognized by Proust as characteristic of Helleu's own 
images of women are suggested in Sargent's portrayal of the 
couple — in their bodies, their accessories, and the canoe behind 
them. 

The distinctly cosmopolitan character of this painting must be 
acknowledged. It came from the brush of an American artist 
born, raised, and formed in Europe; it was painted at Sargent's 
retreat in the English countryside; and it depicts a French artist. 
Certainly, the painting style is equally European, in many ways 
an awkward blend of academic figure drawing and the more 
avant-garde principles of Impressionist landscape painting — the 
former studied by Sargent first in Florence and perfected at the 
Ecole des Beaux- Arts in Paris, the latter learned directly from 
Monet on visits to Giverny. Thus the more resolved treatment of 
the faces is noticeably different from the flickering brushwork 
that represents the landscape elements in Paul Helleu Sketching, 
Sargent's dual approach diagrams the characteristic American 
response to French Impressionism. 

When French Impressionism was widely introduced to the 
American art-loving public in the i88os, there was a clear critical 
preference for the school's landscapes over its figural works. A 
writer for the Critic expressed the difference between the two 
genres: "The tenderness and grace of impressionism are reserved 
for its landscapes: for humanity there is only the hard brutality 
of the naked truth."^ In their figural works the French Impres- 



sionists more conspicuously flouted established academic stan- 
dards of finish and composition as well as conventions about the 
propriety and hierarchy of subject matter. Landscapes were deemed 
less important by academics, so challenges to accepted forms 
were less controversial. Accordingly, landscape painting rather 
than figure painting offered a readier forum for experimentation 
in the new mode, especially by academically trained American 
painters (including Sargent) who would take up Impressionism. 

This was, however, a limited experimentation on the part of 
the Americans. They worked in styles less innovative than those 
of their French counterparts, and they chose subjects that were 
less modern, sometimes even looking to the past for inspiration 
in a manner that seems conservative and resistant to rather than 
celebratory of progress. In their choice of landscape subjects, the 
Americans drew almost as heavily on the earlier French Barbizon 
painters as on the French Impressionists who reached their 
maturity after 1865. The French Barbizon artists such as Jean- 
Frangois Millet, Theodore Rousseau, and Camille Corot painted 
the rural countryside, abandoning the heroic presentation that 
previously had justified the selection of landscape subjects, and 
they brought painting outdoors, serving as an inspiration to their 
Impressionist successors.^ They were, however, romantic paint- 
ers who loved quiet scenes filled with old trees, thatched cot- 
tages, and antiquated stone bridges, signs of endurance and 
continuity. For them the past lived on in the countryside. They 
depicted places apart, where nature could be contemplated in sol- 
itude, and they resisted change. "Everything I wanted to paint has 
been destroyed," grieved the Barbizon painter Charles-Francois 
Daubigny about transformations in the French countryside at 
midcentury, "trees cut down, no more water in the river, houses 
razed!"^ 

Daubigny and his Barbizon colleagues were well known and 
much appreciated in the United States, particularly in Boston, 
where William Morris Hunt promoted interest in their work. 
Their influence, evident by the 1850s, extended forcefully into 
the first years of the twentieth century.^ Early practitioners of 
the American Barbizon style, such as George Inness (see fig. 42) 
and Alexander H. Wyant, were joined by a later generation of 
painters, including Henry Ward Ranger and Dwight William 
Tryon, who chose landscape subjects that expressed heightened 
sentiment and emotion. Some of these artists have been catego- 
rized as Tonalists.^*^ The Tonalists often used evocative light 
and atmospheric effects, unifying their compositions with an 
overall single color, choosing delicate accents of one color or even 
painting the entire canvas in tones of the same color; and, as 
Wanda M. Corn has put it, they "confronted nature as a private 
and extremely personal experience." They sought to express 
what they called sentiment — not only the appearance of a site 
but also the emotional response it evoked from the painter and, 
later, from the viewer of the painted image. 
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Fig. 41 John Singer Sargent. Paul Helleu Sketching with His Wife, 1889. Oil on 
canvas, 26 '/s x 3z'/8 in. (66.4 x 81.6 cm). The Brooklyn Museum, Museum 
Collection Fund 20.640 
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Fig. 42 George Inness. Sunrise, 1887. Oil on canvas, 
30 X 4$V4 in. (76.2 X 114.9 cm). The Metropolitan 
Museum of Art, New York, Anonymous gift in 
memory of Emil Thiele, 1954 54.156 



The French Impressionists had long since rejected this sort of 
overt romanticism and instead had sought a landscape that bore 
human imprint but was less obviously historical and sentimental. 
Because they looked to the future, they welcomed, even cele- 
brated change, featuring railroads, roads, and other signs of prog- 
ress in their views of the French countryside/^ The landscape 
painters among the American Impressionists took up some sim- 
ilar subjects — J. Alden Weir's iron truss bridge and factory 
smokestacks, Theodore Robinson's railroad bridges, John H. 
Twachtman's shipyards are but a few examples — but they gave 
these images a noticeable patina of nostalgia. For the American 
Impressionist painters these subjects became a means for ex- 
pressing ambivalence or regret about progress and change. This 
was a highly personal perspective. 

Because the American Impressionists tempered narrative de- 
scription with evocative interpretation, few of their landscapes 
are close records of the countryside they depict. Childe Hassam 
acknowledged Twachtman as one of the painters who strove "to 
give you frankly the aspect of the thing seen in its fundamental 
and essential truths" yet commented on that artist's willingness 
to make adjustments in actualities "to get the balance and beauty 
of the whole, well seen within the frame." To achieve these 
results, Hassam explained, "Twachtman might have painted, 



indeed he did paint, a tree in Nutley, New Jersey, with a distance 
and middle distance of Gloucester Harbor, Massachusetts."^^ 

And, surrendering willingly to romance and nostalgia, the 
American Impressionists sought out countryside that had strong 
associations with the past, historic resonances that confirmed 
their belief in American achievement and stability. Their work 
appealed to a new American audience that increasingly valued 
landscape because its beauty was at once threatened and made 
more accessible by progress. Their landscapes exhibit three 
related and overlapping tendencies — a nationalistic enthusiasm 
for the identifiably native site; a nostalgia that sometimes not 
only privileged the appreciation of the past but also ignored the 
present; and a euphemistic idealization that softened or even 
denied the actualities of modern life. When people play a role in 
these landscapes, they are most likely to be seen at leisure or in 
contemplation rather than in moments of work or distress. 
Through their depiction of the landscape, the American Impres- 
sionists were able to distance themselves from the city, with its 
pressures and its ills. 

For the American Impressionists' successors, the Realists of 
the early twentieth century, landscape played a different and less 
central role. These artists embraced urban life — and modernity 
— with greater enthusiasm. To be sure, their landscape work, 
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usually confined to summer excursions or to views on the out- 
skirts of the city, did offer opportunities for formal and expres- 
sive experiment. A few^ notable Realists, such as Rockwell Kent 
and George Bellows, did paint landscapes regularly, but this is 
one subject that can be identified primarily, though not exclu- 
sively, with the Impressionists, who used it as an effective forum 
for expression. 

While acknowledging the differences between these two groups 
of painters, we can see that both clearly were motivated by some 
of the same artistic concerns. In 1903 Hassam disputed the def- 
inition of "modern painters in landscape" as artists who "take a 
mo^// anywhere, as if looking out of an open window, and paint 
it just as they see it," maintaining that this was "only a half 
truth." Like the French artists who inspired them, the American 
Impressionists and Realists did not "paint it just as they [saw] 
it." Artists and art critics alike may have fostered the myth that 
"modern" painters recorded people and nature directly and 
straightforwardly, with little editing or artifice, in part to 
emphasize the differences between progressive painters and 
contemporaries working in a more old-fashioned academic man- 
ner. But, in fact, the vision of the American Impressionists and 
Realists is highly selective, and what it omits is as significant as 
what it represents. These painters chose their landscape subjects 
deUberately and defined their treatment thoughtfully, carefully 
considering the ways in which they mirrored or obscured aspects 
of contemporary life. A close look at the landscapes they painted 
reveals a complex pattern of choices and intentions that expresses 
their nationalism, nostalgia, and tendency toward euphemism. 



Home Is the Starting Place 



Europe palls on me. For some there is no place like home, 

J. ALDEN WEIR (1901) 

Art, to be vital, must be local in its subject. 

HAMLIN GARLAND (1894) 

Even while recognizing the French origins of American Impres- 
sionism, artists and early critics found national characteristics 
manifested in the native landscape subjects chosen by the Ameri- 
cans. The American Impressionists and their audience were 
actively engaged with sites they knew and experienced in the 
United States, but the international flavor of the American 
artists' painting style sometimes obscures the national self- 
consciousness of their subject choices. "No man expresses 
well in any art what he does not know to the bottom. It is as 
necessary for him who wishes to paint landscape to live sur- 
rounded by what he loves, as for him who would paint an 
elephant to go and find the animal," wrote the painter Edward 
E. Simmons in 1903.^^ Hamlin Garland proclaimed in 1894, 
"Art, to be vital, must be local in its subject,"'^ as we have noted. 
This association was considered as essential for the viewer as 
for the painter. John Enneking, who represented sites that could 
be mistaken for generalized views (see fig. 43), told Garland: "I 

paint portraits of places, scenes people know and love The 

average man likes to recognize something familiar in a painting." * ^ 



Fig. 43 John Enneking. The Rundy House on the 
Neponset River, 1890. Oil on canvas, 26 x 36 in. 
(66 X 91.4 cm). Museum of Fine Arts, Boston, Gift 
of Morton C. Bradley in memory of Robert C. Vose 
1975-753 
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Fig. 44 Theodore Robinson. A Bird's-Eye View, 1889. Oil on canvas, 

253/4 X 32 in. (65.4 X 81.3 cm). The Metropolitan Museum of Art, New York, 

Gift of George A. Hearn, 19 10 10.64.9 
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This dedication to familiar subjects and the assumption that 
viewers would appreciate them marked a distinct departure from 
artistic thinking of the 1870s and i88os, when more cosmopoli- 
tan attitudes prevailed, and in some ways reasserted the priori- 
ties of the then old-fashioned Hudson River School, which had 
focused upon views of the United States. But, paradoxically, the 
Impressionists' renewed commitment to American and most 
especially to New England landscape subjects was motivated by 
a desire to create a distinctive amalgam of foreign inspirations 
and native enthusiasms, which in many of its aspects was an 
American translation of French ideas. 

Ironically, the American Impressionists' engagement with 
national subject matter was stimulated by the preference for 
French landscape subjects among French artists. The French 
Barbizon painters had developed a nationalistic interest in specific 
locales, and the French Impressionists took up this theme. 
Monet in particular preferred to depict his native France, where 
he exalted the rural landscape. Robinson acknowledged Monet's 
role in awakening his feelings about his own native scenery. "This 
interests me, the liking for landscape (both in nature and art) in 
America," Robinson wrote in 1893. "It is very genuine and wide- 
spread, and is a good way to begin — something good will come 
from it if it is directed and taught, as the canvases of Monet and 
others are doing, or at least beginning to do.'"^' 

Robinson had been converted to Impressionism through his 
friendship with Monet, whom he met at the French village of 



Giverny, which Robinson depicted m A Bird's-Eye View (fig. 44). 
With fellow Americans Willard Metcalf (see fig. 82) and Theodore 
Wendel, Robinson first visited there in 1887, apparendy by chance, 
and this crucial moment placed the three artists at the home and 
working site of the leading French Impressionist. Of the many 
Americans who were drawn to this village by their admiration 
for Monet, Robinson achieved perhaps the most significant and 
enduring artistic relationship with the French master, returning 
to Giverny repeatedly for long stays and working closely with 
him for months at a time from 1888 to 1892. 

The view of Giverny, done two years after Robinson's intro- 
duction to the village, is painted from the vantage point of the 
outsider passing by the site. From a hill above Giverny, Robinson 
shows quaint stone houses and walls nestled between rolling hills 
and cultivated fields. Although he includes the architectural mass 
indicating the clustering of buildings within the confines of the 
village in the center of the canvas, the emphasis on the surround- 
ing verdant countryside signals the artist's growing interest in 
landscape painting. The compositional format established here 
reappears later in more panoramic views by Robinson, such as 
Valley of the Seine from Giverny Heights (fig. 45), that demon- 
strate his growing confidence in and ability with the Impression- 
ist mode. 

Robinson's choice of subject in A Bird*s-Eye View is a preamble 
to the artist's last years in America, when "placeness" — the 
character, history, and local significance of landscape subjects 
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— would become his central concern. The palpable solidity of 
the aged village structures, emphasized by the use of firm con- 
tours, distinguishes Robinson's work from Monet's. Yet the 
mentor's influence is strongly revealed in the high horizon line, 
which effectively flattens the distant landscape, and in the 
delicate atmospheric effects, rendered in tones of cool blue and 
lavender. Will H. Low, a painter and a close friend of Robin- 
son's, visited Giverny in 1892 and noted the particular character 
that made the locale (and, indeed, much of the French country- 
side) so attractive to artists. He recalled, "Its greatest charm lies 
in the atmospheric conditions over the lowlands, where the 
moisture from the rivers, imprisoned through the night by the 
valleys bordering hills, dissolve[s] before the sun and bathe[s] 
the landscape in an iridescent flood of vaporous hues."^"^ 

Some American painters grew so attached to Giverny and its 
artistic activity that they were reluctant to leave: Theodore Earl 
Butler married Monet's stepdaughter Suzanne Hoschede in 1892 
and became an intimate member of the Frenchman's family 
circle; Phillip Leslie Hale worked there for four out of five sum- 
mers beginning in 1888, claiming that it was too difficult to paint 
in America; and Lilla Cabot Perry spent nine summers over a 
period of twenty years in Giverny, working literally and figuratively 
in Monet's shadow. These Americans did much to spread the 
French master's artistic creed — including his emphasis on local 
subjects — among their contemporaries. 

American landscape painters who came home from Europe 
underwent a gradual and sometimes difficult transition as they 
took up native subject matter. Some of their ambivalence stemmed 
from their perception that the clear American light and atmosphere 
created unsympathetic effects harsher than those in Europe. In 
191 2 Lowell Birge Harrison, a leading Tonalist landscape painter, 
noted the difference in light he encountered upon returning to 
the United States: "As the ship approaches the American conti- 
nent the skies are swept and burnished, the haze disappears and 
the atmosphere becomes clear and vibrant. Nature states her 
meaning sharply in unmistakable accents, firm, incisive, and 
perhaps a little staccato to one who has been accustomed to the 
dreamy suggestiveness of her European language."^^ Dennis Miller 
Bunker was also aware of such distinctions and in 1886 had 
expressed a preference for the gray days more characteristic of 
the French countryside, "because they don't change and one can 
paint calmly."^^ Robinson in particular acknowledged the impact 
that these variations in light wrought on the landscapes he 
painted in America; they were, he felt, "perhaps a little solider, 
better grasped, firmer" than his earlier French paintings, and he 
attributed this in part to "difference in climate, atmosphere." 

Robinson's commitment to American subjects emerged grad- 
ually and despite some resistance on his part. He had long 
considered the Midwest of his youth uninspiring. "I don't believe 
Millet himself would have continued painting in Wisconsin — 



had he found himself there," he had written to the Ohio-born 
painter Kenyon Cox in 1883, concluding that the eastern states 
at least had the advantage of age, two hundred rather than a 
mere fifty years of settlement. Perhaps espousing the academic 
ideal that privileged universality of subject, Robinson had de- 
cided at an early stage that "American life is so unpaintable — 
and a higher kind of art seems to me to exclude the question 
of nationahty."^^ Yet after returning from France in 1891, he 
sought an American site with which he could feel personal 
sympathy. The following year, when Monet wrote to him about 
visiting Etretat, Robinson observed wistfully; "He probably feels 
the charm (as I do) more and more of a country or place he has 
worked in and got to know."^^ 

By 1894 Robinson's preoccupation with American subjects 
intensified to such a degree that he gave up foreign travel and 
consciously sought out views that he deemed illustrative of the 
"typical . . , American (United States) town."^"*^ The next year his 
friend Weir encouraged him "to have a place of [his] own and get 
acquainted with it — grow up with it."'^ This was what Weir had 
done in Branchville and Windham, and Twachtman, in Green- 
wich and Cos Cob, all scenic Connecticut towns. Robinson, 
however, did not seem satisfied with a place for which he had to 
acquire a taste: he was longing for a countryside that held 
individual significance for him; He wanted a landscape with 
which he had some familiarity, and better still, some connection, 
not just a new residence or a hostelry but a native place and one 
of some age. 

Finally, in 1895, following the example of many of his con- 
temporaries who had found rural New England a personal and 
artistic magnet, Robinson spent six months in Vermont, near the 
small town where he had been born. "I think I am on the right 
track," he wrote that November to Garland, "my parents came 
from this country. . . and after a long stay west, and after that, 
years in France, [I] have got back to what I believe is my country. 
It will take time. I am only beginning to see its beauties and 
possibilities and to feel that affection for a country, so indispens- 
able to paint it well."^'^ 

There Robinson developed ideas about an American art that 
expressed national sentiments. In his New England landscapes, 
above all in those of Vermont (see fig. 46), Robinson used an 
Impressionist style particularly suited to capturing the appear- 
ance of the local American scene — barns, mills, farmhouses, 
quaint villages, and mountainous tree-covered countryside. The 
increased linearity of his American style, a notable departure 
from French Impressionist precedents, was at least in part 
prompted by his devotion to representing accurately the land- 
scape he had come to love. 

In Vermont Robinson made a conscious effort to study local 
history, visiting elderly members of the community who remem- 
bered its past and his family. He watched farmers and their 
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Fig. 46 Theodore Robinson. West River Valley, 
Townshend, Vermont, 1895. Oil on canvas, 
31'A X in. (80 X 118. 1 cm). Private collection 



families practice crafts, such as the making of rag rugs and 
quihs, and extolled the beauty of New England barns, likening 
them to the cathedrals or castles of the Old World. 

Robinson's enthusiasm for things American was encouraged 
by his friendship with Garland. The writer's experiences and 
artistic approach, which emphasized the local character of sub- 
jects and made European ideas American by applying them to 
native situations and themes, were analogous to the painter's. 
Garland so admired Robinson's paintings that in 1894 he planned 
to bring some of them to his lectures, according to the artist, "to 
show people what and why certain things mean, and should be 
admired."^^ In his last interview with Robinson, Garland articu- 
lated his own credo, which clearly exalted subject over tech- 
nique: the painter could not be successful unless he so loved his 
subject that his affection for it "offset the drudgery of laying 
paint to canvas, etc." Robinson concurred: "Now I am painting 
subjects that are something more than 'good bits.' There is a 
mysterious quality in the landscapes of one's native place — you 
quoted something from Whitman once, what was it?" Garland 
responded with a paraphrase of the poet's words: "You go round 
the earth; you come back to find the things nearest at hand the 
sweetest and best after all." "That is what I mean," agreed 
Robinson.^^ 

Unlike his colleague Robinson, Weir experienced few qualms 
as he took up American landscape subjects. He had been raised 
beside the Hudson River, at West Point, New York, where his 
father taught drawing at the United States Military Academy. 
The elder Weir knew the Hudson River School landscape paint- 
ers well, and this direct family connection to the first group to 



celebrate the beauties of the American scene must have helped 
shape his son's artistic approach. The younger Weir occasionally 
had dabbled in landscape painting in the 1880s, producing dark, 
Barbizon-inspired views of New York State and New England. 
His interest in landscape intensified in the 1890s, once he began 
to espouse Impressionism. He became particularly committed to 
painting the rural countryside around his farm in Branchville, 
Connecticut, between present-day Wilton and Ridgefield.^^ 

Weir had acquired this country retreat in 1882. The following 
year, while abroad on the honeymoon he and his wife, Anna, 
had anticipated would last for three years, the homesick artist 
wrote to his parents: "I have often thought while over here this 
year that Europe has lost most of its charms, or that I have 
become a better American, in fact Anna and I have both often 
wished to be at Old Branchville.'"^^ A short time later he con- 
fessed that they "long[ed] for the quiet, plain Httle house among 
the rocks.'"^^ The newly weds reduced their trip to less than five 
months and by October 1883 were back in Branchville. "Here 
shall we rest and call content our home;" this inscription on 
their country house"*^ captures the essence of the Weirs' attach- 
ment to it. This love of home never left Alden Weir. In 1901, 
returning from a European trip that included stimulating visits 
to the glamorous expatriates Sargent and Whistler, he would 
observe: "Europe palls on me. For some there is no place like 
home."^^ 

Weir made Branchville his home. He expanded the farm- 
house, constructed outbuildings, and in 1896 improved the 
surrounding terrain by building a pond, where he was often 
joined by his artist friends for fishing as well as painting. Weir 
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Fig. 47 J. Alden Weir. The Laundry, Branchville, 
ca, 1894. Oil oil canvas, ^oVz x 25^4 in. (76.5 
X 64.1 cm). The Weir Farm Heritage Trust, Inc., 
Gift of Anna Ely Smith and Gregory Smith 



Strove to protect the landscape he loved: he apparently made a 
practice of buying trees and simply leaving them standing where 
they were, a living enrichment for the countryside. "Those are 
my trees," he told a friend proudly. Weir's Branchville became 
an American analogue to Monet's Giverny, and the Connecticut 
landscape became the principal subject of Weir's paintings 
during the 1890s and early 1900s. 

In works such as The Laundry, Branchville (fig. 47) , Weir 
sheds the somber palette and heavy brushwork of his earUer 
landscapes and adopts the Impressionist mode to capture the 
character of the Connecticut countryside. He uses a brilliant 
palette and delicate calligraphic brushwork to record vignettes 
that reveal the beauty of this rural community, where signs of 
domestication, despite the absence of human figures, make the 
surroundings appear tame. Weir's house, painted an earthy red 
familiar to any visitor to New England, is the focal point of the 
composition, which takes its name from the aftermath of an 



everyday home task: laundry suspended to dry from two long 
clotheslines. Weir uses touches of bright green, yellow, and lime 
green, all grayed in the shadows, to represent rocky fields long 
since denuded of forest and given over to pasture. Yet, although 
this is land that has been cleared for agricultural pursuits. Weir 
reminds us of the enduring presence of old trees: one stands at 
the center of the composition, reduced to supporting the clothes- 
line, and others, on the perimeter of the field, cast long shadows 
across the grass. The occasional feisty sapling challenges man's 
continuing control of this hillside. Building on the Impressionist 
experiments Weir had begun three or four years earlier, The 
Laundry also reflects the artist's growing interest in Japanese 
prints; this new enthusiasm prompted his dramatic use of voids, 
such as the empty field, and of the raised horizon line, which 
forces the eye to rush precipitously upward to the house and 
laundry at the crest of the hill. 

Branchville was not the only, and, in fact, not the first, Con- 
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Fig. 48 J. Alden Weir. Obweebetuck, mid-i89os. 
Oil on canvas, 19 'A x 23 '/t in. (49.5 x 59.1 cm). 
Private collection 

necticut site to which Weir became attached; he worked happily 
alongside Twachtman and Robinson in Cos Cob during the early 
1890S and since the 1880s had been a frequent visitor to Wind- 
ham, a small village in the northeast part of the state, where his 
wife's family owned a country home."*^ His comments after first 
stopping in Windham, in 1882, reveal the impact it had on him: 
'This is really the first Connecticut village that I have really ever 
known, & now I feel that a charm is connected with all villages, 
such as I have read of but never appreciated.'"^^ Despite his early 
affection for this New England town, Weir was unable to 
portray its unique local character until a decade later, when he 
mastered the new Impressionist style. 

If Weir's Branchville paintings celebrate the joys of rural life 
and show his appreciation of domesticated nature, the land- 
scapes he undertook while summering in Windham often inti- 
mate more damaging changes wrought in the countryside as 
advances in transportation and industry occurred. In only a few 
of his Windham paintings did Weir indicate the village's popular- 
ity as a resort — one local newspaper writer called the town 
"Summerville" in 1897;'*^ instead he often concentrated on views 
of industrial buildings, such as those portrayed in The Factory 
Village (fig. 19). In Branchville Weir the city artist dabbled in 
the pleasures of rural life as a gentleman farmer; in Windham he 
was a visitor, a summer guest in his in-laws' home. He undoubt- 
edly participated in at least some of the countless gatherings, 
excursions, and local fairs that filled the social calendar of 
Windham. In his Obweebetuck (fig. 48) a group of women 
elegantly attired in white and relaxing outdoors suggests this 
aspect of country living. Here the presence of the family home 



is merely hinted at by the porch that shades these women of 
seeming leisure. The figures are dwarfed by a tall shade tree and 
the rolling mountain beyond; only a ramshackle picket fence 
stands between them and nature. No reference to the ugly 
realities of industrialization disrupts the idyll. 

Twachtman, a close friend and an artistic ally of Weir's, also 
pursued American landscape subjects with zeal, developing a 
highly individual Impressionist style to capture their appearance 
under subtly changing conditions of season and weather. As 
early as 1890, at a time when many of his colleagues, notably 
Robinson, were still struggling to find new American subjects 
they deemed expressive, Twachtman already had dedicated him- 
self to the native landscape, as his views of rural Connecticut 
make evident. After Twachtman's return from studies in France 
in December 1885 or January 1886, he and his family had visited 
the Weirs in Branchville."*^ The two painters worked closely 
together, Twachtman's love of the American and specifically 
New England landscape deepening through his friendship with 
Weir. In 1889 Twachtman visited Greenwich, where he discov- 
ered a farm on Round Hill Road; he purchased the property the 
following year.^° 

As Twachtman developed and expanded his home and garden, 
he showed a tremendous respect for the landscape he inhabited — 
a respect that is visible in his paintings. "Where hillocks grew, 
hillocks were left unleveled,"/explained Alfred Henry Goodwin.^ ' 
In Connecticut Twachtman chose simple subjects near at hand: 
the rural landscape around his ever-expanding home, vistas from 
the top porch of the HoUey House in Cos Cob, or views of the 
brook and cascade that flowed through his Greenwich property. 
By 1 891 he was so comfortable in the Connecticut countryside 
that he was able to exclaim: *'I feel more and more contented 
with the isolation of country life. To be isolated is a fine thing 
and we are then nearer to nature. I can see how necessary it is to 
live always in the country — at all seasons of the year."^^ 

Twachtman's Icebound (fig. 49) depicts Horseneck Brook, 
the stream that had first attracted the artist to the site, its icy blue 
water the strongest note of color in a frozen winter landscape. 
Twachtman eventually recorded the appearance of this site in all 
seasons and under a wide variety of weather conditions. But the 
paintings that show it in winter are perhaps the most expressive 
of the silent solitude the artist loved. These convey a sense of the 
moisture and temperature of the chilled New England air and 
suggest that more snow is about to fall on the frozen ground. 
This was not the season for tourists seeking refreshment in the 
landscape but a quiet time for routine country lives. "Never is 
nature more lovely than when it is snowing," Twachtman wrote 
to Weir in 1891, proceeding to reveal his appreciation of the 
unifying effects of snow: "Everything is so quiet and the whole 

earth seems wrapped in a mantle All nature is hushed to 

silence."^"^ Contemplation is the keynote of Twachtman's land- 



MODERN PAINTERS IN LANDSCAPE 



61 




Fig, 49 John H. Twachtman. Icebound, 1889— 1900. Oil on canvas, 

25 V4 X 30V8 in. {64.1 X 76.5 cm). The Art Institute of Chicago, Friends of 

American Art Collection 1917.200 
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scape paintings, in which nature has been calmed and repeatedly 
and lovingly viewed. He chose remarkably few subjects, prefer- 
ring to return again and again to the same themes to explore 
familiar things he found mysterious and suggestive. But unlike 
Monet, who in his series paintings strove to capture the objective 
specifics of weather, time, and seasons as they changed, Twachtman , 
through the transformations in the landscapes in his own series , 
attempted to express subtly varied subjective moods and to 
evoke similar responses from his audience. Thus, Icebound was 
intended to inspire an empathetic reaction, especially from one 
familiar with the site. 

In 1892 Weir received "The Brook," a poem from his name- 
sake, Twachtman's nine-year-old son, Alden, who had written 
about Horseneck Brook, "this little stream that runs by [his] 
home,"^^ Weir immediately responded to the larger implications 
of this motif, perhaps recalling the symbolism of rivers invoked 
by earlier nineteenth-century American landscape painting. 
Undoubtedly, Weir's comments reflect his thoughts on his friend 
Twachtman's paintings of the same site: 

There is another, a greater stream which this little one will teach 
you much about — the stream of life — home is the starting place and 
love the guide to your actions. Great men who loved their homes and 
were kind and generous to their playmates in their youth, learned 
many truths which were of much value to them all through their lives — 

The flowers, rocks and trees which one learns to know in their 
childhood always seem more beautiful — 

When I come out to your father's, which I hope will be before 
long, we will take a walk by the brook and enjoy these beautiful 
things together. 

Weir recognized the Twachtman home in Greenwich as Alden's 
"native place" and longed for him to appreciate its generative role. 

In two other series of pictures Twachtman turned from the 
modest brook and falls on his property and depicted well-known 
and rather grandiose natural wonders that might be considered 
particularly representative of the United States, East and West — 
Niagara Falls and Yellowstone Park. At first glance better 
suited to the temperaments of such Hudson River School painters 
as Albert Bierstadt and Frederick E. Church than to Twachtman, 
these locales presumably were selected not by the painter but by 
the men who commissioned the works. Yet it was, of course, the 
artist who devised a highly personal manner for depicting these 
familiar sites. Twachtman received his commission for Niagara 
from Charles Carey, a Buffalo physician, for whom the falls held 
some local resonance. The artist, who exhibited the first of 
some fourteen views of the falls in 1894, favored vantage points 
that enabled him to give Niagara a human scale. In works such 
as Niagara Falls (fig. 50) the cascading falls are in the distance, 
raised so high as to strictly limit our view of the empty sky above, 
and the foreground is filled with rocky outcroppings and river- 
banks. We might stand here safely and contemplate the powerful 
falls without the intrusion of fellow tourists. Niagara is not 




Fig. 50 John H. Twachtman. Niagara Falls, 
ca. 1894. Oil on canvas, 30 x 25 Vs in. (76.2 
X 63.8 cm). National Museum of American Art, 
Smithsonian Institution, Washington, D.C., 
Gift of John Gellatly 1929.6.142 

presented as a vast and impersonal natural wonder but as a phe- 
nomenon that can be experienced in an individual, intimate way. 

When Twachtman went to Yellowstone at the request of 
another Buffalo resident, Major William A. Wadsworth, in 1895, 
the landscape was so unfamiHar to him that he commented: 
"This trip is like the outing of a city boy to the country for the 
first time."^^ The resulting paintings are abstracted to such a high 
degree that it is sometimes difficult to recognize the site.^° The 
snow and opalescent water in Emerald Pool, Yellowstone (fig. 
51), for example, are reduced to decorative patterns that reveal 
Twachtman's deep interest in the Japanese print.^^ It was not the 
artist's personal preference to paint the distant locales of Niag- 
ara and Yellowstone; to the end he remained devoted to the 
quieter and less dramatic landscape of New England. 

Metcalf also joined the ranks of New England enthusiasts, 
albeit in a more peripatetic manner than some of his contempo- 
raries. After settUng in New York in 1889, he made regular 
sorties from his urban residence to paint his favorite subject, the 
New England landscape in every season — in full spring or 
summer bloom, in autumnal foliage, or covered with crisp white 
winter snow. Metcalf chose the peak moments that accentuated 



MODERN PAINTERS IN LANDSCAPE 



63 




Fig. 51 John H. Twachtman. Emerald Pool, 
Yellowstone, ca. 1895. Oil on canvas, 25^4 x 30^4 in. 
(64.1 X 76.8 cm). Wadsworth Atheneum, Hartford, 
Bequest of George A. Gay, by exchange, and the Ella 
Gallup Sumner and Mary Catlin Sumner Collection 
Fund 



the glories of the region's well-known and much appreciated 
seasonal changes. Whatever the time of year Metcalf depicted, he 
preferred a beautiful view. The only intrusions on nature permit- 
ted were aged farmhouses and churches, characteristic markers 
of the region, nestled comfortably into the landscape. "It is the 
robust landscape of New England divested of its rigors. For Mr. 
Metcalf does not deal in asperities," explained Walter Jack 
Duncan in 1925, the year of Metcalf 's death. *'He was born to 
please. From his beauty-shop he dispenses charms and spells 
which enchant the eye and conjure us to love."^"^ Nevertheless, 
Metcalf must have been aware of the uglier aspects of the region 
he so lovingly painted. He was born in Lowell, Massachusetts, a 
leading textile manufacturing center, but even during his youth 
he spent long periods with his mother's family in Maine, where 
his devotion to the New England landscape was nurtured.^^ 
Much of his career was dedicated to interpreting the landscape 
of the Northeast — Connecticut, Vermont, and New Hampshire, 
as well as Maine. 

Metcalf 's Cornish Hills (fig. 52) represents the winter land- 
scape around Cornish, New Hampshire, a favorite country 
retreat for such artists as Augustus Saint-Gaudens, Thomas 
Wilmer Dewing, and George de Forest Brush. In fact, between 
1885 and 1915 Cornish — or more accurately the townships of 
Cornish, Windsor, and Plainfield — near the upper Connecticut 
River, was frequented by some thirty artists from Boston, New 



York, and Philadelphia. Cornish was located near a train line, 
which stopped across the Connecticut River in Windsor, Ver- 
mont, and although the trip took five hours from Boston and ten 
hours from New York, the scenic town was deemed readily 
accessible to city folk seeking country living.^^ Metcalf was only 
an occasional visitor to this picturesque area, yet he responded 
more evidently to its surrounding landscape than did some of the 
town's regular residents, many of whom espoused styles of 
painting and sculpture more conservative than his own and 
explored figure subjects, not landscapes, in their work. 

Metcalf 's first visit to the area was in 1909 and may have 
been undertaken to escape the unpleasantness of a divorce suit, 
but his 1911 sojourn was charged with happier personal signifi- 
cance. He and his young bride, actress Henriette Alice McCrea, 
were guests at the home of painter-architect Charles Adams Piatt. 
The newly weds enjoyed the company of other members of the 
Cornish colony; however, the serenity and isolation represented 
in Cornish Hills suggest the quieter and more private world 
sought by the painter and his wife. 

In Cornish Hills Metcalf shows iced-over Blow-Me-Down 
Brook with Dingleton Hill beyond.^^ The only hints of human 
presence are a few small buildings in the middle distance, the 
house and barns of Charles C. Beaman, a New York lawyer who 
helped establish the Cornish colony and first encouraged Saint- 
Gaudens to visit the town. While this reference to the origins of 
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Fig. 52 Willard Metcalf. Cornish Hills, 1911. Oil on canvas, 60 x 40 in. 
(15Z.4 X 101.6 cm). Thomas W. and Ann M. Barwick 
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the colony might well have been a pointed acknowledgment, it is 
so subtle as to be lost on all but the most knowing viewer. The 
name of the brook represented also would have been resonant 
for knowledgeable members of the Cornish colony: it was vir- 
tually the same as "Blowmidown," the river described by Henry 
Wadsworth Longfellow in his poem Evangeline, 

The artist residents in Cornish frequently used the word 
"Arcadia" to describe the countryside around their retreat, 
likening Mount Ascutney, visible in the background of Cornish 
Hills^ to Mount Vesuvius.^^ Deborah Elizabeth Van Buren has 
described the significance of the ideal nature of Cornish for 
them: "The Arcadian myth was not a nostalgic remembrance of 
an agrarian past. To them Cornish was pastoral because it was a 
world that was not yet anthropocentric. They saw themselves as 
living in an ideal landscape where life was simple and the land 
provided spiritual rather than economic sustenance."^^ The 
writers who joined the colony at Cornish took up some of the 
same themes pursued by the painters, emphasizing the impor- 
tance this site held as a home for artistic endeavor. Dramatist 
Percy MacKaye, who lived in Cornish during the years Metcalf 
visited, described New England as Arcadia in his play The Antick. 
At the play's conclusion the hero is asked if Arcadia is far away 
and he responds: "Not to-day, my kiddie; to-day it's close by."^° 

For all these associations, Cornish Hills impresses us most 
forcefully with the aura of silence and immobility it projects; 
there is literally no movement, no life, in this frozen vista. In fact, 
desolate winter was a fitting choice of season for Metcalf 's por- 
trayal, for he depicts a landscape that was in actuality largely 
unpeopled and empty of human activity. The recently arrived city 
folk had purchased abandoned farms and uncultivated land left 
by farmers who, like others throughout New England, had been 
migrating westward since the 1830s. Ironically, the expansion of 
the railroad, which gave urbanites access to this country retreat, 
also encouraged the departure and relocation of farmers. 

"The artist shows us that snow is not always the same kind of 
white," noted Robert Macbeth when the picture was featured at 
the exhibition of the Ten American Painters in 1911, adding, "we 
are shown snow under various conditions, broken up beneath 
the trees on the hillside, smooth and undisturbed on the level 
plain, shaded by evergreens and also by the clouds, and we feel 
with Metcalf the very different aspect of the white mantle under 
such varying conditions."^ ^ Here Metcalf's Impressionist style, 
with its precise drawing and solid forms, is tailored to express 
more effectively the cold, crisp quality of the frozen New England 
winter. The firm contours and powerful modeling used here by 
Metcalf exemplify how much the American Impressionists tem- 
pered French precedents in depicting the American sites they 
loved. And the date of Cornish Hills — 1911 — serves as a re- 
minder of the strength and endurance of American Impression- 
ism well into the twentieth century. 



The American Impressionists — Hassam, Chase, and others, as 
well as Robinson, Twachtman, Weir, and Metcalf — were deeply 
and continually attracted to New England or locales resembling 
New England, regions associated with the earliest Anglo-Saxon 
settlements in North America and villages that originally were 
political, social, and economic paradigms.^^ The paintings of the 
Impressionists celebrated a vanishing (if not vanished) way of life 
based on common values and interests. The Impressionist devo- 
tion to capturing the local scene — images of New England farm 
and village life — resulted in the creation of visual parallels to the 
works of local-color writers of the period, such as Garland, Celia 
Laighton Thaxter, and Sarah Orne Jewett. 

By the turn of the last century New England was still scenic. 
It preserved some of the charm that the young William Dean 
Howells described when he arrived there from the Midwest in 
the 1860s: "The land was lovelier than I have ever seen, with 
its old farmhouses, and brambled grey stone walls, its stoney 
hillsides, its staggering orchards, its wooded top and its thick 
brackened valleys."^^ But New England was in a state of flux. 
During the first third of the nineteenth century much of the 
region had been cleared for fields, yet, as farmers resettled 
farther west, the forest returned gradually, and many farms and 
villages were commandeered by summer visitors. Despite the 
transformation it experienced, this area continued to be viewed 
by Americans, particularly urban dwellers, as pastoral, even 
idyllic. Historian John Brinckerhoff Jackson has described the 
national perception of the region: "New England was still 
envisaged as an open landscape of farms and meadows and 
tree-embowered villages, fresh and green and beautiful. It was 
accorded a quality — acquired or retained, it would have been 
hard to say — that distinguished it from other regions: a small- 
ness of scale, a neatness and simplicity, a rich diversity of scenery 
that elsewhere in the United States were lacking. Never reluctant 
to tell its own virtues, New England ascribed them to its being 
the most truly American part of the country, but the rest of the 
states ascribed its uniqueness to its age."^^ 

New England offered the American Impressionists a native 
analogue to the picturesque scenery they had so enjoyed during 
their student years abroad. In this part of the United States, rich 
not only in historical associations but also in personal significance, 
painters found subjects that enabled them to express ideas and 
sentiments that appealed to an audience that cherished tradition 
and continuity in the face of change. Its popularity lay not only 
in its great age but also in its usefulness as a source of identifiable 
national icons that offered reassurance in the face of encroaching 
immigrant populations and the intrusion of industrialization. As 
the expatriate Henry James wrote of New England in 1906: 
"Why was the whole connotation so delicately Arcadian, like 
that of an Arcadia of an old tapestry, an old legend, an old love 
story in fifteen volumes ?"^^ 
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Solace in Nostalgia 



The remoteness of the past is for us a part of its charm. 

DAVID LOWENTHAL (1975) 

Isolated old farms with memories that bring quivering 
response. 

GILES EDGERTON (1909) 

As change became more rampant and the ugUness of urban life 
became more evident, the American Impressionists sought solace 
in nostalgic landscape views celebrating a simpler way of life 
long since past. Although these landscapes often depict recogniz- 
able sites, their purpose was as much evocation as topographical 
accuracy; they express the nostalgic attitudes and emotions of 
their creators and were intended to arouse analogous responses 
in others. These painters chose subjects that offered at least a 
visual relief from the pressing actualities of modern life. "What 
nostalgia . . . require [s] is a sense of estrangement," explained 
cultural geographer David Lowenthal, "the object of the quest 
must be anachronistic. Like the Renaissance devotion to the 
classical world, the remoteness of the past is for us a part of its 
charm."^^ The anachronistic features represented in American 
Impressionist landscapes — farms that no longer harvested crops, 
canals whose barge traffic had been rendered obsolete by speed- 
ier trains, and harbors whose working fishing vessels had been 
replaced by recreational boats — made them more appealing to 
turn-of-the-century viewers. This nostalgia is an equally appar- 
ent characteristic of present-day American society — in the pop- 
ularity of phenomena ranging from Colonial Williamsburg to 
Disneyland, from antiques to other collectibles, from one pop 
culture revival to the next.^^ 

Pursuing the approach of the French Barbizon School and its 
American exponents, Impressionist landscape painters generally 
chose simple, familiar scenes, represented whatever was near at 
hand and, according to the critic Leila Mechlin, depended more 
upon the artist's "interpretive power" than upon the inherent 
topographical interest of their sub jects.^^ Many turn-of-the-century 
American artists followed the advice and example of American 
Barbizon painter Inness, who considered the purpose of art "to 
awaken an emotion," not to preach or teach, and favored ex- 
pressive lyrical subjects.^^ Giles Edgerton catalogued these evoca- 
tive subjects in 1909: "the hush of the woods, the still fragrance 
of early spring, the ghostly dory in a twilight sea, the hidden 
pool in the yellow woods, the mysterious radiance of prairie 
sunsets, the tender, brooding quality of the early snow that 
comes sometimes as a kindly wonderful garment of beauty, 
twilight about simple homes, isolated old farms with memories 
that bring quivering response."^° These landscapes were meant to 
arouse a gentle emotion and to convey a nostalgic appreciation 



of the American scene, even as nature was being transformed by 
industrialization and the foundations of American society were 
being shaken by change. 

Wendel's Bridge at Ipswich (fig. 53) makes its focal point 
Green Street Bridge, an old-fashioned twin-arched structure that 
incorporates old materials from the 18 81 wooden bridge with 
stone piers that preceded it.^^ The bridge was built to replace the 
earUer one in 1894.^^ William Howe Downes, a Boston art critic, 
maintained that New England stone bridges Hke this one pos- 
sessed "almost inevitably the best type of unison between utility 
and beauty," underscoring the American proclivity for images 
that recall the gentler, more attractive aspects of the past in the 
face of modern life.^^ Wendel was inspired by Impressionist 
paintings by Monet and Camille Pissarro, who used subjects 
such as bridges and roads both as signs of modern industrializa- 
tion and reminders of the picturesque past, but he gave his 
picture a native inflection.^"* 

If Wendel's style is French, his message is American. As much 
as any individual town, Ipswich was associated with the settle- 
ment of the British colonies and the origins of the United States. 
He reminds us of the town's durability in the face of change by 
setting his scene in the autumn, a time of year that makes us 
aware of the progress of the seasons and the passage of time. He 
selects a view that tells us relatively little about twentieth-century 
life in the village. The buildings we see are domestic in scale and 
do not include the thread, lace, and hosiery factories that had 
contributed so much to the town's economy and that, within a 
few years, would be at the heart of social conflict. 

Instead, the artist, who was born in Cincinnati and came to 
know Ipswich in the late 1890s, after he was educated in Europe, 
emphasizes elements that recall the town's past. Agriculture 
had been Ipswich's mainstay, and so Wendel shows the village 
nestled among farmlands. He also positions a horsedrawn cart, 
most likely filled with marsh grass that was collected around the 
town, in the center of the roadway, reminding the viewer of 
traditional agricultural pursuits and of an older means of con- 
veyance at a time when great advances were being made in 
industrial development as well as in rail and even automotive 
transportation. The scene loses its contemporaneity and takes on 
a historic air. 

Nostalgia is also evident in the canal views that Robinson 
painted in the summer and fall of 1893, when he taught an 
outdoor painting class at rural Napanoch, New York. (Napanoch 
was not far from Ellenville and Cragsmoor, a popular artists' 
summer colony located in the Shawangunk Mountains, once a 
haunt of the Hudson River School painters. While in Napanoch, 
he probably met the prominent local painter Edward Lamson 
Henry, who specialized in historical genre scenes depicting old- 
fashioned life in rural America. Like Robinson's renditions of 
American subjects, Henry's historical pictures are not purely 
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Fig. 53 Theodore Wendel. Bridge at Ipswich, ca. 1905. Oil on canvas, 24^/4 x 30 in. 
(61.6 X 76.2 cm). Museum of Fine Arts, Boston, Gift of Mr. and Mrs. Daniel S. 
Wendel, Tompkins Collection, and Seth K. Sweetser Fund, by exchange 1978.179 
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American: Henry had studied in Paris with the Swiss artist 
Charles Gleyre, who often depicted episodes from his own 
national history; thus Henry's scenes of American life are actu- 
ally translations of a European model. Henry's fascination with 
the American past must have reinforced Robinson's predilec- 
tions, which soon became apparent in his teaching program and 
in his paintings. At Robinson's urging, his students painted 
homesteads dating from the Revolutionary period, and even 
when they chose subjects that seemed more modern, they sug- 
gested changes resulting from the passage of time — recording 
with nostalgia what a contemporary observer termed "an old 
ruin" of a factory that had once produced straw paper or *'the 
venerable towpath, brown and much travel worn by patient 
beasts."^^ 

Robinson's Port Ben, Delaware and Hudson Canal (fig. 54), 
one of the series of similar views he completed in Napanoch, is 
the artist's own rendition of the "venerable towpath."^^ It depicts 
the Delaware and Hudson Canal at lock 27, in Port Benjamin 
(now Wawarsing), then the location of a canal store, stables built 
to house the animals that serviced the canal, two dry docks, and 
two substantial boatyards.^^ The 108-mile canal, constructed 
between 1825 and 1829 to connect the Delaware and Hudson 
rivers, had facilitated the transportation of coal from Pennsylva- 
nia to New York City in the era before the Civil War. By 1893, 
however, this artificial waterway was long past its prime, a 
reminder of the commercial ambitions of another day. Port Ben 
commemorates a mode of travel outdated, if not obsolete, by the 
turn of the century, since the Delaware and Hudson and, indeed, 
most American canals had long since lost their business to 
cheaper and more efficient railroad lines, which could operate 
with less concern for winter weather. In fact, railroads often 
were built alongside the inland waterway s.^^ This relationship 
was particularly poignant along the Delaware and Hudson 
Canal: the first locomotive to operate on a permanent track in 
the United States did so beside it in 1829.^^ By 1894, ^^e year after 
Robinson's sojourn at Napanoch, only twenty boats were still in 
operation — this on a waterway that had generated over a million 
dollars in tolls annually only thirty years earlier — and by 1904 
the canal was completely abandoned.^^ In Robinson's painting 
the foreground planes are insistently empty, calling our attention 
to the absence of activity, to the fact that the industries for which 
this canal and its locks were designed have found newer, better 
service in the railroad. Time has left the land and its unseen 
inhabitants behind. 

Little wonder, then, that the canal men had ample leisure to 
entertain Robinson and his students. One contemporary report 
noted the local residents' interest in their artistic efforts: "The 
towpath bristles with white umbrellas all day like a field with 
mushrooms after a fog. Parties board the boats and are towed 
from one lock to another. The canal men are kindly interested in 



the progress of art and aid it when they can pointing out 'the 
fresh greens' and 'tender purples' within sight. This artistic 
vernacular has become so common that the very drivers stop 
their horses to point out 'pretty bits' to the aspirants for artistic 
glory."^^ 

If these leisurely activities, so much a part of Robinson's visit 
to the Delaware and Hudson, are not represented in Port Ben, 
neither are the harsher realities of life along the canal — bedraggled 
mules so overworked they required protection from the ASPCA, 
orphaned children hired to drive boats, or broken canal walls 
and aqueducts that defied maintenance.^^ Robinson's editorial 
decisions are more obvious when his painting is compared with 
Henry's Late Afternoon on the Old Delaware and Hudson 
Canal, at Port Ben, Ulster County, New York (fig. 5 5) of the 
following year. Henry has made canal life — and even the Shaw- 
angunk landscape — a backdrop for a narrative scene; the canal 
boat, pulled by two mules, is just coming into view behind the 
foreground figures, who are engrossed in conversation. Never- 
theless, small details inform the viewer of the sorry state of 
affairs along this waterway: it could well be that the two able- 
bodied men sitting idly on barrels belong to the ranks of the 
many canal workers who recently had lost their livelihoods and 
that the two children standing on the berm path to the right are 
among those exploited for inexpensive labor. 

Robinson's Port Ben ignores these unpleasant possibilities and 
focuses instead on the beauties of the landscape, notably the 
clarifying sunlight and the billowy clouds that fill the sky. Not 
even the effort required to shift barges from lock to lock is con- 
veyed; a single barge progresses with stately deliberation down 
the canal, the men and animals needed to move it reduced to 
summary touches of pigment. The man-made waterway, with its 
unbending contours flanked by embankments, towpaths, fences, 
and telegraph lines, actually receives no more attention from 
Robinson than the cloud-filled sky, which occupies more than 
half of the composition. The artist acknowledged the role these 
turbulent clouds played in his Port Ben pictures by quoting in his 
diary a maxim he attributed to the English landscape painter 
John Constable identifying the sky as "one of [the artist's] 
greatest aids."^^ 

Robinson regarded his canal scenes as something of a depar- 
ture from the work he had done abroad, characterizing them as 
"emancipation from old formulae and ideas of what is interest- 
ing or beautiful from the European standpoint"^^ — and yet he 
invoked the Dutch school of landscape painting in his discussion 
of these pictures. He maintained: "We have been too much 
afraid of certain things, and have been choosing things we have 
painted abroad or similar ones — instead of painting as the 
Dutchmen did , . . their own kind of house, ugly as it may appear 
to some. And new beauties, new oddities, new points of interest 
are waiting discovery."^^ Holland (as well as the British Low 
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Fig. 54 Theodore Robinson. Port Ben, Delaware and Hudson Canal, 1895. Oil 
on canvas, 28^/4 x 3 2^/4 in. {71.8 x 81.9 cm). Pennsylvania Academy of the Fine 
Arts, Philadelphia, Gift of the Society of American Artists as a memorial to 
Theodore Robinson 1900.5 
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Fig. 5 5 Edward Lamson Henry. Late Afternoon on 
the Old Delaware and Hudson Canals at Port Ben, 
Ulster County, New York, 1894. Oil on board, 
8Vi X loVi in. (21.6 X 26.7 cm). Ira Spanierman 
Gallery, New York 

Country, where Constable had painted) was renowned for its 
canals, and it may well be that this coincidence brought Dutch 
painting to mind for Robinson as he depicted Port Ben. The 
analogies Robinson drew between his work and that of Euro- 
pean masters suggest the complexity of his inspiration in select- 
ing seemingly mundane views. 

During the summer of 1894 Robinson continued to search 
for subjects that more fully expressed his nostalgic appreciation 
of a particularly American landscape and his recognition of the 
changes that it, and the nation, were facing. He had been a fre- 
quent visitor to his friend Twachtman's Greenwich farm and had 
boarded nearby in 1893. The following year Robinson decided to 
relocate in neighboring Cos Cob, where he took up residence at a 
boarding house owned by Edward and Josephine HoUey. HoUey 
House (see fig. 56), as it was called then, was a popular artists' 
residence that helped make this small fishing village a creative 
focal point for two generations of American painters and writers, 
including Robinson, Twachtman, Hassam, and author Lincoln 
Steffens. 

Cos Cob was the first stop out of New York City as the New 
York, New Haven, and Hartford Railroad made its way north- 
east; some twenty trains a day linked the village to the center of 
the city, then only thirty-eight minutes away.^^ "Many people who 
could not lose touch with the great city went [to Connecticut] for 
their country homes or board, the rich to parkUke Greenwich, 
the others to picturesque Cos Cob," explained Steffens. Cos 
Cob clearly had the advantage of offering ready access to the 
city, yet, as one writer on its local art school pointed out, the 



village was "as unspoiled by the summer visitor as if it were 
miles back in the country."^"^^ 

In 1894, when Robinson undertook an important series of 
landscapes there, Cos Cob was in a period of transition. The 
fishing industry that had been the economic mainstay of the 
Connecticut village was in decline, and the influx of summer 
visitors, mainly New Yorkers, was giving rise to a new community 
with the affluence and time to enjoy leisure pursuits that in this 
seaside location often centered on recreational boating. Robin- 
son's Cos Cob views represent the village's past or its future — 
the former in his depictions of outdated packet boats and of 
shipyards, which built and repaired the boats used for commer- 
cial fishing, the latter in coastal scenes that feature recreational 
yachts, which as a rule are shown with the newly founded 
Riverside Yacht Club in the distance. 

For these seaside views Robinson most often selected as his 
vantage point the railroad bridge over the Mianus River, halfway 
between the shipyard and the yacht club. This choice acknowl- 
edges the artist's awareness of the delicate balance between the 
fishermen and the new arrivals. Here, as in Napanoch, where 
trains ran beside the canal and eventually took over its function, 
the railroad played a central role in the transformation of the 
village. The railroad made Cos Cob readily accessible to visitors 
from the city; it replaced the packet boats that had previously 
brought products from the farm and the dock to the urban 
markets; and at the same time it raised land values, driving away 
both the fisherman and the farmer. Robinson's nostalgic appreci- 
ation of the vanishing fishing industry of Cos Cob as seen in his 
views of the shipyard or of packet boats parallels his fascination 
with the outdated Delaware and Hudson Canal in Napanoch. 
Both the New York and Connecticut paintings focus on modes 
of transportation and commerce, indeed on an entire American 
way of life, that was being rendered obsolete by advances in 
technology. However, in Cos Cob Robinson highlighted this 
transformation by recording signs of bygone days in some can- 
vases and signs of more contemporary developments in others. 

In The E. M. /. Betty (fig. 57) Robinson portrays the £. M. /. 
Beatty^ a market boat that sailed between Cos Cob and New 
York until 1890, four years before the picture was executed, 
and that was in fact the last of its type to make the voyage. 
Robinson's prominent placement of the boat's name (albeit 
incorrectly spelled) demonstrates his interest in the specific 
details of the vessel's life — its new inactivity as well as its 
history. The boat has been pulled from the water, across logs, 
and up on shore, where it seems to lie awaiting repair. The 
yellow and green grass that grows up around the hull under- 
scores the fact that the Beatty has been out of service for a 
considerable time. The foreground scene is enframed by a rail- 
road bridge, which spans the full width of the picture, enclosing 
the beached boat and symbolically, if not literally, restricting its 
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Fig. 56 Childe Hassam, The Holley 
Farm, 1902. Pastel, 18 x 22 in. 
(45.7 X 55.9 cm). United States 
Department of State, Washington, 
D.C., Gift of The Ruth and Vernon 
Taylor Foundation 



movement, Robinson's juxtaposition of boat and bridge must 
have been intentional: certainly, the railroad had robbed this 
packet vessel of its function by offering cheaper, more frequent, 
and quicker access to New York City than it could provide. The 
£. M. /. Beatty may be repaired but will not be returned to 
service, for it is as useless as the spare planks in the foreground of 
the canvas, lumber that has been abandoned by shipyard work- 
ers, left to the ravages of time and the elements. The dramatic 
cropping of the boat's mast and halyards across the top of the 
picture intensifies the feeling of brutal and complete termination; 
mastless, the boat must lie idle. 

Robinson's views of recreational boats, painted the same 
summer as The E. M. /. Betty^ offer a strong contrast to his 
depictions of commercial fishing vessels. Drawbridge — Long 
Branch Rail Road, near Mianus (fig. 58) shows a single small 
yacht at anchor, its sail furled; this boat, like the stranded Beatty^ 
has as its backdrop a railroad track and bridge, which span the 
width of the canvas and seem to confine the vessel depicted 
within their reach. Here the boat's stasis is emphasized by its 
placement parallel to the horizontal expanse of track and bridge, 
which appear to be flattened against the picture plane. The 
earth-toned palette Robinson chose for his portrayal of the 



packet boat has given way in the recreational boat series to the 
bright colors of the broad, sun-filled expanses of water and the 
elegant sailboats that punctuate them, and the geometric struc- 
ture of the railroad bridge is more forcefully felt. 

In two views of recreational boats, which, like his pictures of 
commercial vessels, were painted in the summer of 1894, Robin- 
son shows the softer line of the shore and seaside buildings in the 
distance and features the prominent contour of the Riverside 
Yacht Club. The club, which is recorded accurately, down to the 
still-unweathered wood shingles of the newly renovated club- 
house, was located in an area recently developed to appeal to 
summer visitors. It had been established in 1888 and by 1894 
had nearly two hundred members.^^^ The inclusion of the club in 
Robinson's paintings underscores the social implications of the 
yachts at anchor in the foreground. These yachts, unlike the 
moldering packet boat, are not in need of repair, nor are they a 
source of income; they await their owners' use at a convenient 
moment of leisure. In Low Tide and Low Tide, Riverside Yacht 
Club (figs, 59, 60) the recreational purpose of the club has been 
emphasized by its juxtaposition with a less scenic red brick 
factory, long abandoned, to its right.^*^^ 

Robinson's paintings of pleasure craft in Cos Cob, Hke his 
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Fig. 57 Theodore Robinson. The £. M. /. Betty, 
1894. C)il on canvas, iz'/^ x 20 in. (31.1 x 50.8 cm). 
Pfeil Collection 




Fig. 58 Theodore Robinson. Drawbridge — Long 
Branch Rail Road, near Mianus, 1894. Oil on canvas, 
12 X 17^8 in. (30.5 X 45.4 cm). Collection of Rita and 
Daniel Fraad 



multiple views of the canal at Port Ben, are distinctly American 
demonstrations that nevertheless rely in part on the working 
procedure the artist had learned from Monet at Giverny. Robin- 
son saw some of Monet's early views of Rouen Cathedral in 
1892, and that same year, before he left France, Robinson 
painted an important series of three views of Vernon in the Seine 
valley ( see fig. 45) . Robinson's pictures are not as exacting as 
Monet's — although they accurately record their subject's ap- 
pearance and represent a particular season, summer, they do not 
capture a specific time of day or especially distinctive weather 



conditions/^^ Nonetheless, then and later, Robinson was clearly 
aware of his mentor's approach. Robinson recorded in his diary 
that in the past the French artist had painted "any thing that 
pleased him, no matter how transitory. . . regardless of the in- 
ability to go further than one painting." He observed as well, 
*'Now it is only a long continued effort that satisfies him, and it 
must be an important motif." The American's concluding 
comment summarizes two considerations that became paramount 
in his own work once he returned to the United States — the 
significance of the artist's choice of subject matter and the need 
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Fig. 59 Theodore Robinson. Low 
Tidcy 1894. canvas, 
16 X 22^/4 in. (40.6 X 56.5 cm). 
Manoogian Collection 



Fig- 60 Theodore Robinson. Lo«/ 
Tide, Riverside Yacht Club, 1894. 
Oil on canvas, 18 x 24 in. (45.7 
X 61 cm). Collection of Mr. and Mrs. 
Raymond J. Horowitz 
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to explore subjects fully, in sustained efforts, sometimes in 
multiple canvases. In Cos Cob, as in Napanoch, as he faithfully 
recorded the relics of bygone days, Robinson was following the 
example Monet had offered him in 1892. 

At times the immediacy of Robinson's paintings and their 
effectiveness as expressions of nostalgia for the subjects he 
depicts seem compromised by his adherence to strict composi- 
tional structure. In spite of the subtle variations between his two 
paintings of low tide at Riverside Yacht Club — in the effects of 
water, light, and reflection and in the number and placement of 
the boats — both of Robinson's compositions are determined by 
the careful syncopation of horizontal and vertical lines, of hulls 
and masts, actual forms and reflections on water and wet sand. 
Here, as in other works of the period, Robinson's strong sense of 
design was inspired not merely by the scene he observed in Cos 
Cob but also by his study of Japanese prints, such as Utagawa 
Hiroshige's Fireworks over the Ryogoku Bridge, Famous Views 
ofEdo (fig. 61), which was in the collection of his friend Weir.^"^^ 
"My Japanese print points in a direction that I must try and 
take," Robinson had written of a print in his own possession, 
"an aim for refinement and a kind of precision seen in the best 
old as well as modern work. The opposite pole to the slap-dash, 
clumsy. . . sort of thing." "° He carried his "aim for refinement" 
to its fullest expression in Boats at a Landing (fig. 62). In this 
picture alternating bands of sand and water rise in layers to a 
high, flat horizon line and a narrow slice of sky, the simple 
wooden landings and beached boats offering no clue to the 
location of the scene or to the identities of the boats' owners. 

In View from the Holley House, Winter (fig. 63)Twachtman 
shows us another view of Cos Cob — the Palmer and Duff 
Shipyard much as it would have been seen from the upper porch 
of the Holley House. Twachtman, who commuted to New 
York regularly to fulfill his teaching obligations, could return 
easily to this country retreat, where he stopped when he was not 
staying on his farm in Greenwich. It offered opportunities to 
distill the significant facts of observed reality and create his own 
artistic synthesis and also to follow the advice he offered to his 
students: "do not be too literal.""^ This is precisely what 
Twachtman has done in his view of the shipyard. The buildings 
are mere suggestions. The activities of the shipyard's employees 
and the details of its appearance, such as the rows of windows of 
the buildings, the beached boats, and other debris evident in a 
period photograph (fig. 64) , are eliminated, thanks to the artist's 
choice of the winter season and to his broad, sketchy technique. 
Twachtman's use of delicate stains of subtle color and his 
expressive brushwork capture instead of such particulars the 
ephemeral effects of fresh white snow and of moisture rising 
from the harbor. 

The artist sought these effects consciously. A letter he wrote to 
Mrs. Holley about the time he painted this view, when his family 




Fig. 61 Utagawa Hiroshige. Fireworks over the 
Ryogoku Bridge, Famous Views ofEdo^ 1849-50. 
Color woodblock print, 9 x 14 in. (22.9 x 35.6 cm). 
Museum of Art, Brigham Young University, Provo, 
Utah 




Fig. 62 Theodore Robinson. Boats at a Landing, 
1894. Oil on canvas, 18^1 x 22 in. (47 x 55.9 cm). 
Mr. and Mrs. Meyer P. Potamkin 
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Fig- ^3 John H. Twachtman. View from the Holley House, Winter, ca. 1901. 
Oil on canvas, 25 Vs x zy/s in. {63.8 x 63.8 cm). Hevrdejs Collection of 
American Art 
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Fig. 64 Palmer and Duff Shipyard, Cos Cob, 
Connecticut, 1906. Photograph: Archives, The 
Historical Society of the Town of Greenwich, 
Connecticut 




was abroad and he was commuting between the city and HoUey 
House, suggests how aware he was of the way in which snow 
functioned within his compositions: "In the morning I shall 
wake up and — no — not walk out onto the upper porch to see 
what the day is like — but look down into an air-shaft and when 
in the street see the ugly holes of the sub-way on Fourth Avenue. 
If the whole thing were only covered with snow and made 
beautiful."^ This letter also reveals Twachtman's sensitivity to 
the contrasts between city and country. His generation of Ameri- 
can artists was tied to the urban environment by studios, exhibi- 
tions, schools, and audiences but still sought ways to escape its 
social and visual ills or, at least, to make its uglier features 
"beautiful." These were painters who often preferred to practice 
their art in picturesque country retreats, close to the memories of 
bygone days and far removed from the realities of modern life. 



The Highest Phase of Art 



The highest phase of art is to be perfectly lovely, gorgeous, 
or beautiful. 

DENNIS MILLER BUNKER (1886) 

The American Impressionists clearly were predisposed toward 
countryside that offered beautiful subjects for their paintings, 
but even within this context they edited the landscape they 
encountered, choosing views and utilizing pictorial strategies 
that enhanced positive elements and eliminated negative ones. The 
selective vision that Bunker applied to the American landscape 



is evident in The Pool, Medfield (fig. 65)."'* Bunker spent the 
summers of 1889 and 1890 in Medfield, the small Massachusetts 
town in the Charles River valley about fifteen miles southwest of 
Boston that was the country retreat of landscape painter Inness 
during the early 1860s and again during the 1870s. There Bunker 
pursued landscape subjects as an antidote to the rigors of his 
teaching responsibilities and his studio efforts at figure painting. 
The light-filled canvases he painted in Medfield are executed in a 
sophisticated Impressionist style he had mastered while working 
in England with Sargent in the summer of 1888. Bunker's 
brushwork — described by Boston painter Edmund C.Tarbell as 
made "out of fish-hooks""^ — suggests the vibrancy of summer 
light gHstening over windswept grass, flowers, and water, con- 
veying with intensity the feeling that he has captured a momen- 
tary effect on his canvas. The artist was painfully aware of subtle 
changes that took place in the landscape as he struggled to 
complete a canvas. "That's a great thing to know that you have 
time and your subject is to be just the same for hours. In sunlight 
it is never the same, the shadows which seem to be nearly in the 
same places when you are not painting them, really move with 
dreadful swiftness when you are.""^ This changeability made it 
difficult for Bunker to consider a landscape "thoroughly done, 
complete finished and not left — en route.'" Mutable light frus- 
trated Bunker as it did other American artists, such as Robinson 
and Weir, who embraced Impressionism but sought to reconcile 
its requirements and effects with precepts of their academic 
training. 

The Pool, Medfield offers tangible evidence of Bunker's artis- 
tic philosophy and parallels his seemingly more conservative, 
figural works, usually idealized depictions of women. "The 
highest phase of art," explained Bunker, "is to be perfectly 
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Fig. 65 Dennis Miller Bunker. The Pool, Medfield, 1889. Oil on canvas, 18 x Z4 in. 
(45.7 X 61 cm). Museum of Fine Arts, Boston, Emily L. Ainsley Fund 45.475 
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lovely, gorgeous, or beautiful, beautiful through some quality, 
of light, or life, or solemnity, or richness, or loving elaboration 
of delicate forms, anything so that it be a gracious beautiful 
canvas to look at. Leaves or flowers or faces or limbs or draperies 
or skies."^^^ Bunker makes this landscape subject beautiful by 
presenting us with a close-up look at nature. The distant view is 
restricted by a high horizon line, and only a small patch of sky is 
visible above the copse of trees, so that the spectator's gaze 
plunges into the cool water in the foreground and rises precipi- 
tously to the horizon rather than proceeding deep into the 
background. This is an artistic device Bunker borrowed from the 
French Impressionists, notably Monet, but he used it to achieve 
personal ends."^ In Bunker's painting the white wall of the 
building in the distance, partially screened by tree trunks and 
foliage, stands as the single reminder of man's presence and 
problems, concerns he usually only hinted at in his pictures, 
whereas Monet more often and more willingly represented 
man's intrusion into the landscape. In choosing his charming site 
and in tightly framing the boundaries of his view and thus 
focusing on its lovely details, Bunker has created a natural world 
as ideal as the models he painted in his Boston studio; the key 
elements are leaves and flowers, not faces and draperies, but they 
too have been selected to suggest the "beautiful." Bunker's 
sensitive figure paintings, such as Jessica (fig. 66), have been 
described by one modern scholar as depicting the type of woman 
"whose timeless beauty preserves the values of an earlier era, and 
whose grace and serenity enable the world around her to main- 
tain a certain morality, harmony, and equilibrium in the face of 
disturbing forces of change." ^"^^ His landscapes serve the same 
idealizing function as his representations of contemplative, well- 
cared-for women. 

John Leslie Breck's Grey Day on the Charles (fig. 67) records 
an idyllic scene along the river that also passes through Medfield. 
Here the reflective surface of the water, punctuated by slender 
reeds, becomes the focal point of the composition. There is no 
indication of the farmland, factories and mills, or urban sprawl 
that characterized the Charles River's surroundings at different 
points along its winding forty-mile course, from its marshy be- 
ginnings as a stream in Hopkinton to its entrance into the wide- 
mouthed estuary at Boston harbor. The exact site depicted has 
not been identified, but the painting probably represents the 
Charles at its rural origins, a choice that emphasizes the river's 
natural beauty rather than its utilitarian functions as a source of 
power or an active commercial waterway. 

The subject of Grey Day recalls paintings of Giverny by 
Monet, whom Breck had met in that French village in 1887. In 
works such as Morning on the Seine, near Giverny (fig. 68), as 
well as in earlier canvases, Monet captured the subtle effects of 
light and sky reflected on water, but even he found it difficult to 
paint this changeable subject. "I have taken up things impossible 




Fig. 66 Dennis Miller Bunker. Jessica^ 1890. Oil on 
canvas, 26 x 24 in. (66 x 61 cm). Museum of Fine 
Arts, Boston, Gift by contribution 91.130 

to do," he wrote, "water with grass undulating at the bottom. 
It is wonderful to see but one can go crazy trying to do this 
thing." ^"^"^ Breck's choice of a gray rather than a sunlit day on the 
river may well have been an effort to select a subject that would 
remain more constant. His gray day precluded the situation 
lamented by several of his contemporaries who found American 
scenery less paintable than European precisely because its bright 
light resulted in such mutable effects. 

In spite of Breck's evident reliance on foreign artistic models, 
his painting can be seen as expressing self-conscious American 
values. Like other artists drawn to New England subjects, he 
might well have considered the historical significance of the 
Charles, which since the seventeenth century had served as a 
conduit — initially for settlement and later for goods and materi- 
als. "There is no more picturesque water course in New England," 
maintained writer Augusta W. Kellogg in 1902, just eight years 
after Breck depicted the river, "and not one moves through more 
historic ground." ^"^^ The Charles River had received its name 
from England's reigning monarch in 1614, and many of the towns 
in its valley are associated with significant figures in colonial his- 
tory — Captain John Smith, John Winthrop, and John Eliot among 
them. In the nineteenth century poets James Russell Lowell, 
Longfellow, and Oliver Wendell Holmes lived along its banks 
and featured the Charles in their writings. '^"^ 



MODERN PAINTERS IN LANDSCAPE 79 



Fig' 67 John Leslie Breck. Grey Day on the Charles, 1894. Oil on canvas, 
18 X zz in. (45.7 X 55.9 cm). Virginia Museum of Fine Arts, Richmond, 
The V. J. Harwood and Louise B. Cochrane Fund for American Art 90.151 
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Fig. 68 Claude Monet. Morning on the Seine, near 
Givernyy 1897. Oil on canvas, 32 x ^6Vz in. (81.3 
X 92.7 cm). Museum of Fine Arts, Boston, Gift of 
Mrs. W. Scott Fitz 11.1261 



In 1894, the year that Breck painted Grey Day on the Charles^ 
the river he depicted was at the center of a lively debate. Discus- 
sions about improving the Charles had been carried on from as 
early as 1859; endless proposals, counterproposals, and investi- 
gations about sanitary conditions were involved. By the spring of 
1894 a report whose authors included the distinguished firm of 
landscape architects Olmsted, Olmsted, and Eliot called for a 
plan that would dam the river and transform it into a site for 
leisure and recreation. The plan was not adopted, and until 1910 
the Charles River remained much as it was, surrounded by dilapi- 
dated buildings, entered by rotting wharves, and crossed largely 
by wooden pile bridges. "^"^^ Breck's stand on the issue is not 
known, but by the mid-i890S he had purchased a home and studio 
in Auburndale, ^ in the northwest corner of Newton, a suburb of 
Boston beside the Charles. Thus, the outcome of this public 
debate over the river must have had personal significance for him. 

Clearly Breck has chosen to represent a beautiful aspect of the 
river and one that ignores the well-documented problems in and 
around it. The process of idealization pursued by both Breck and 
Bunker is made all the more evident when their landscapes of the 
Charles and its valley are contrasted to a scene along the same 
river described by Howells, a friend of Bunker's and an advocate 



of literary realism who exerted a tremendous influence over an 
entire generation of Americans through his writings for Atlantic 
Monthly and Harper's Magazine. In a short story in his Subur- 
ban Sketches of 18 71, Howells recorded his impressions of an 
area of Boston near the Charles River, where one autumn he 
"moved onward down the street, luminous on either hand with 
crimsoning and yellowing maples, ... so filled with the tender 
serenity of the scene, as not to be troubled by the spectacle of 
small Irish houses standing miserably about on the flats ankle 
deep, as it were, in Httle pools of the tide."^'^'' His progress was 
interrupted, however, when the neighborhood's residents discov- 
ered the body of a pregnant young woman who had drowned 
herself in despair the previous Saturday; her pitiful remains were 
being taken away, ignominiously, in a grocer's cart, in the midst 
of bags of flour and sugar. Although Howells returns to the 
physical beauty of the scene in his conclusion — "and the sun 
dropped its light through the maples and shone bright upon the 
flooded flats"^^^ — he leaves the reader with an uneasy awareness 
of the threatening proximity of misery and death within the 
landscape, just outside the frames devised by Bunker and Breck, 
realities that are alien to the beautiful world they have recorded 
with paint. 
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In much the same way that Bunker and Breck approached 
their Massachusetts views, Weir often ehminated negative fea- 
tures and utiHzed compositional and styhstic strategies to rein- 
force the positive appearance and thematic significance of the 
subjects in his Connecticut landscapes. The Red Bridge (fig. 69) 
is a provocative modern image of a truss bridge that spanned the 
Shetucket River, not far from the site of the Willimantic Linen 
Company, which appears in Weir's Factory Village (fig. 19)/^^ 
About 1900 the former painting acquired the Whistlerian title 
that has drawn attention to its formal qualities, notably the 
striking palette, but its original, rather descriptive title — Iron 
Bridge at Windham — may be a better indicator of the artist's 
thematic concerns. 

The bridge pictured was constructed of iron, which had 
impelled advances in nineteenth-century technology and manu- 
facturing by replacing less durable materials such as wood and 
facilitating a myriad of developments in transportation, commu- 
nications, and architecture. Iron bridges became common in the 
18 3 OS, and innumerable variations and improvements were 
made by the end of the century by inventive American engineers 
and builders. As more iron mills and foundries were built, 
locomotives increased in size and speed, and more and more 
railroad tracks were laid; consequently these bridges became 
familiar features on the American scene. The structure Weir 
depicts was most likely a railroad bridge, and as such it reminds 
us of the many changes wrought in the landscape and in Ameri- 
can life by improvements in the rail system. The industrial 
development of Connecticut, represented so felicitously in The 
Factory Village, was made possible by the growth of rail lines 
across the state. Windham and Willimantic were among the 
many towns in eastern Connecticut that in the 1840s and 1850s 
were linked to Boston, Hartford, and thence to New Haven and 
New York — Windham by the New York, New Haven, and 
Hartford Railroad, which had absorbed many of the smaller 
lines in the area, and Willimantic by that Hne and others. 

To twentieth-century eyes this painting seems an endorse- 
ment of progress, but in reality this was not Weir's response. He 
had been "dismayed," his daughter and biographer, Dorothy 
Weir Young, reported, to discover that the iron bridge had 
replaced a more famiUar, old-fashioned covered bridge. He 
must have been shocked by the clear functional construction of 
the bridge: its skeletal support system is in full view, with no 
outer shell and no ameliorating decoration. Young recalled: "He 
missed the old landmark and regretted the necessary march of 
progress until one day he suddenly saw in the ugly modern 
bridge a picture that I am sure no one but he had ever seen."^^"* 
While expressing his resistance to progress and his nostalgia for 
a simpler past, then, Weir tolerated this bridge's appearance on 
the landscape because its geometric structure made an artistic 
composition. 




Fig. 70 Utagawa Kuniyoshi. Twelfth Act, from the 
Japanese Kana Copybook Version of the Chushingura, 
1854. Color woodblock print. Private collection 



The strident contrast between the bridge and its setting 
is heightened by Weir's palette, which sets the red of the 
structure against the silvery greens and blues of foliage, water, 
and sky, and by the juxtaposition of geometric man-made forms 
with the natural curves of tree trunks and branches. The bridge is 
viewed from below, through a screen of branches placed close to 
the picture plane. As a result the horizon line is raised, there is 
Httle spatial recession, and the flat surface of the canvas is accen- 
tuated by the patterning achieved by repeating the horizontal 
and vertical elements of the bridge in the reflection below. The 
decorative effects seen here recall the Japanesque approach used 
by many French artists of the period, and, in fact, the composi- 
tion itself may have been derived from a Japanese print that Weir 
owned, Utagawa Kuniyoshi's Twelfth Act, from the Japanese 
Kana Copybook Version of the Chushingura (fig. 70).^^^ 

In The Factory Village Weir created another idealized 
image.^^^ His subject, a thread factory, represents the many 
changes wrought by the growth of industry in the nineteenth 
century, not only on the New England landscape but also on the 
region's social structure. Early in the century many production 
tasks had been performed in the home, where such activities as 
shoemaking, pegging, and sewing were accomplished by hand. 
The factory promoted mechanization and centralization of tasks 
and moved them outside the home, transforming the daily lives 
of many Americans. ^^'^ 

Here Weir depicts a modern factory as a harmonious part of 
the New England landscape rather than as an intrusion on it. 
Weir portrays a felicitous union of elements; industry's effect on 
nature is a gentle one, with a quiet accord achieved in the happy 
combination of the natural and the man-made. The work — as 
well as the people who accomplish it — is left to our imagina- 
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Fig. 71 John Ferguson Wein Gun Foundry^ 1866. 
Oil on canvas, x 6z in. {ii8.i x 157.5 cm). 
The Putnam County Historical Society, Cold Spring, 
New York 




Fig. 72 Fannie Palmer for Currier and Ives. West 
Point Foundry, Cold Spring, New Yorky 1862. Color 
lithograph, loVs xis'A in. (27.6 x 38.7 cm). The 
Metropolitan Museum of Art, New York, Bequest of 
Adele S. Colgate, 1962 63.550.217 




tions. This is a far cry from more narrative representations of 
industrial subjects, such as his brother John Ferguson Weir's 
Gun Foundry (fig. 71) and Forging the Shaft of 1867 (now 
destroyed, 1877 replica, The Metropolitan Museum of Art, New 
York). In these earlier pictures nature is not in evidence as men 
labor in the eerie light of the interior of the West Point Iron and 
Cannon Foundry in Cold Spring, New York — in the former to 
cast a cannon shaft and in the latter to cast the shaft of a propeller 



for an ocean liner.^'^ The Factory Village more closely resembles 
such popular (and highly sentimental) images as Fannie Palmer's 
depiction of the West Point foundry, reproduced by Currier and 
Ives in 1862 (fig. 72) . Both Alden Weir and Palmer feature 
smokestacks as a reminder of industry and its effects, yet the 
presence of these chimneys does not seem to menace the beauty 
of the scene. 

If there is no threat to the landscape in The Factory Village^ 
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there also is little or no hint of the economic and social situation 
that the town was facing at the time Weir represented it so 
agreeably. In fact, the Willimantic Linen Company was widely 
acknowledged as an enlightened employer that recognized that 
well-being among its employees would engender greater profits. 
According to William Eliot Barrows, treasurer, president, and 
general manager of the company, the owners of the business 
tried to beautify the workers* surroundings with colored glass 
windows, gardens, and interior plants. Factory hands were 
offered opportunities for self-improvement — access to a library 
of books and periodicals and the chance to take classes in singing 
and drawing, reading and writing, the last a requirement for 
immigrant workers who risked the loss of their jobs if they did 
not learn to read. Snacks were also provided. With an evident 
distrust of his immigrant workers, Barrows went as far as hiring 
a "mission lady," whose job it was to visit their homes, set an 
example by her behavior, and report any unacceptable home 
conditions to management. ^"^"^ 

Barrows painted a happy (if condescending) picture that, 
needless to say, was not any more complete than Weir's. Willi- 
mantic factory workers, by the i88os many of them immigrants 
from southern and central Europe, put in sixty-six long hours 
each week under far from favorable conditions, the women for 
sixty-one cents a day, the men for a dollar and fourteen cents, 
and children were included in the labor force, ^"^^ The damp 
conditions required for thread production also contributed to 
brown lung disease and drastically shortened the workers' lives. 
By 1886 there was serious labor unrest in the factory, and after a 
series of disturbances the Knights of Labor were summoned by 
the workers to negotiate on their behalf. ^"^^ 

Throughout the period of its rapid growth as an industrial 
center, Willimantic nonetheless remained an attractive town, 
where many of its residents built homes on the rising ground 
along the river, which offered what one local writer described as 
"beautiful and varied views and air as pure as that in most 
country villages." ^"^^ While painting The Factory Village^ the 
artist must have stood on this higher ground, for he looks out 
through some foliage and down into the riverbed, with the 
factories and their concealed problems set in the middle distance, 
well beyond the leafy crown of the tree that fills the left fore- 
ground. The composition is divided between nature and history, 
as represented by the tree, and industry and modernity, as 
symbolized by the smokestack on the opposite side of the 
canvas. ^"^"^ Weir's decision to make the tree such an important 
focal point of the composition may have been determined in part 
by a revival of interest in large, old trees among his New England 
neighbors. ^'^^ 

By 1897, when Weir painted The Factory Village^ the Willi- 
mantic Linen Company and the manufacturing town that sur- 
rounded it had fallen on hard times. In July, about a month 



before Weir's arrival in the area, the Windham Cotton Manufac- 
turing Company, located on the Willimantic River, closed for an 
indefinite period (it would remain shut nearly two full months), 
laying off some 250 operatives, and the following month the 
Willimantic Linen Company failed to pay the dividend expected 
by its stockholders. The local newspaper was filled with ac- 
counts of the "town's needy poor," many of them affected 
adversely by these events. ^"^^ 

Weir must have been aware of these difficulties but clearly 
distanced himself from them. He was, after all, a summer visitor, 
not a year-round resident, and his vacation home was in Wind- 
ham, a donkey-cart trip (and worlds) away from the factories 
and their workers; immigrant factory hands obviously were not 
the sort of people he met at festive social events in Windham. 
Thus, even when confronted with an example of industrializa- 
tion and its ill effects, he chose to deny its negative implications 
and transform the factory town of Willimantic into a scenic New 
England village. 

Unlike Weir, who spent his summers with family and intimate 
friends, or Chase, who socialized with wealthy vacationers at 
Long Island's Southampton, near his Shinnecock school, the 
young ReaHst Kent was well aware of the fishing community on 
Monhegan Island, off the coast of Maine, and sought interaction 
with its residents. Kent's first trip to Monhegan, in 1905, was 
inspired by Robert Henri, his Realist teacher, who had worked at 
Monhegan earlier, and, of course, by Winslow Homer, who 
worked nearby at Front's Neck.'"*^ Monhegan was the first of a 
series of remote northern sites that attracted Kent over the 
course of his career; Newfoundland, Alaska, Labrador, and 
Greenland are later examples. ^"^^ At these rugged locations he 
found both material for his paintings and a welcome release 
from the pressures of his urban artistic life. Although Monhegan 
was later visited by other artists in Henri's circle — Bellows and 
Randall Davey — it was in those early years a more isolated and 
more private retreat for a painter of Kent's often less than 
convivial temperament. 

In Maine Kent found a forum for expressing the political ideals 
he had espoused when he joined the Socialist party in 1904. ' He 
spent the better part of six years in Monhegan — not just pleasant 
summers but also long, cold winters — and, in addition to paint- 
ing, he worked as a carpenter and a fisherman. Monhegan was 
not a comfortable resort, and his companions were not always 
painters and writers; they were often the men and women who 
struggled to exist under difficult, sometimes trying conditions in 
the landscape he depicted. Despite his sympathy for the Monhegan 
community and his attempts to become a part of it, Kent acknowl- 
edged that while he and his artistic companions "were good, 
decent, democratic people, it was both natural and inevitable 
that we should constitute ourselves a society somewhat apart 
from the indigenous Monheganers."^^^ 
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Fig. 73 Rockwell Kent. Maine Coast, 1907. Oil on canvas, 34y8 x 44^8 in. 
(86.7 X 112.1 cm). The Cleveland Museum of Art, Hinman B. Hurlbut Collection 
1132.22 
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Kent's existence in Maine makes an informative contrast to 
the genteel lifestyle his teacher Chase pursued at Shinnecock. 
Ironically, Kent had a long association with the community that 
surrounded Chase's school: his mother and aunt actually owned 
lodging houses near Chase's Art Village; he summered there as 
a child; and he returned later to take outdoor painting classes 
from the master. '^"^ Kent described Chase as **more interested 
in impressions of the subject than in deeper and more labored 
probing."^ 5^ Yet he praised his teacher for his insistence on 
"truth," revealed in the essence of his instruction, which Kent 
paraphrased: "Go before nature, use your eyes, and then paint 
what you see.'"^^ Kent's recollections of Chase were filtered 
through his subsequent allegiance to socialist political ideals, and 
he criticized the older artist for his preoccupation with appear- 
ances — he was "dapper to the point of foppishness" ' ^ ^ — and for 
his desire to attain wealth and stature. "But Chase respected 
truth and craftsmanship not as in themselves an end but rather as 
the means essential to the attainment of, to him, the final end: 
success and money," he concluded. 

Despite the different values they espoused, both Chase and 
Kent produced landscape views that idealized a seaside location 
and also idealized or even eliminated its residents. Kent's Maine 
Coast (fig. 73), an evocative winter scene in which soft ever- 
greens and calligraphic bushes punctuate dazzling snow below 
an ominously overcast sky, keeps the everyday life of the fisher- 
man at a distance. The only hint of the actualities of island life is 
the lone sailboat that remains at sea, its crew vulnerable to the 
cold air and the impending storm. Kent's socialist inclinations 
did not prevent him from separating the viewer from the harsher 
and less attractive realities of the local scene in his art. And 
others who followed Kent and Henri to Monhegan — Bellows 
among them — used this coastal setting as an opportunity to 
escape from urban life and urban ills and the pressure to 
confront them in their work, often focusing on pure landscape 
subjects that enabled them to explore significant artistic concerns, 
such as color, light, and form. The urban scene offered them a 
more prominent and expressive platform for comment on the 
contemporary social issues that engaged them. 

Landscape, Inventive and Symbolic 



While landscapes seem more straightforwardly descriptive 
than history paintings, they are often equally inventive and 
symbolic. 

WILLIAM CRONON AND SUSAN PRENDERGAST 
SCHOELWER (1992) 

This selection of landscape views by the American Impressionists 
and cursory look at the Realists' more occasional excursions into 



the American countryside has treated only a few works by the 
many artists who employed these styles. It does, however, sug- 
gest shared concerns that are often reflected in their work and 
that of their artistic contemporaries. Pictures discussed in other 
sections of this book embody the same themes presented here. In 
choosing their country retreats, for example, the Impressionists 
sought sites with rich historical associations — Chase's Shinnecock 
was an early Dutch-English settlement and an Indian reserva- 
tion; Hassam's and Metcalf's Gloucester was a colonial harbor 
and fishing village filled with early American architecture; and 
Hassam's Isles of Shoals were a mercantile outpost of long 
standing and a traditional resort. 

The American Impressionists and Realists selected and treated 
subjects in ways that speak of their backgrounds and priorities, 
as well as those of their audience. Their charming views of New 
England and other American locales are not just beautiful, they 
are also images that merit interpretation. "While landscapes 
seem more straightforwardly descriptive than history paintings, 
they are often equally inventive and symbolic," noted recent 
writers on views of the American West. "Some depict traces of 
the past, others envision future changes." Perhaps because they 
portrayed the contemporary scene, not even a historical land- 
scape, in their paintings, the American Impressionists and Real- 
ists have been assumed to have recorded the unadulterated pres- 
ent, what Hassam described as that simple view taken "as if 
looking out of an open window, and paint[ed] just as they see 
it." In fact, the landscapes painted by these artists are so vividly 
colored by their desire to preserve the way of life they enjoyed in 
the past and their fear of what the future might bring that they 
are more interpretive than descriptive. And in a sense they are 
more antimodern than modern. The scenes the Impressionists 
and Realists depicted express the nationalism, nostalgia, euphe- 
mism, and optimism of their age — not of all Americans but of 
the painters, their patrons, and critics, most of whom held a 
great deal in common (the majority were middle-class white 
men, if not well educated, then well traveled). That the Impres- 
sionists and Realists memorialized the scenery of their ancestors 
and ignored the actualities of the present — immigration, indus- 
trialization, and so many other aspects of modernity — makes 
them less than accurate reporters. But the images nevertheless 
offer us revealing statements on the attitudes and priorities of 
their creators. The Impressionists and Realists spoke more softly 
in their American views than the painters of the Hudson River 
School did in their operatic landscapes, but their voices can be 
heard clearly. 
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Emblems of Leisure 



The Country Retreat and the 
Suburban Resort 



Detail, fig. io8 



We have had somewhat too much of the ''gospel of work. " 
It is time to preach the gospel of relaxation, 

HERBERT SPENCER (1882) 

The American Impressionists' devotion to landscape subjects 
was nourished by their summer work in a variety of genteel 
country retreats. These places themselves were symptomatic of 
the extraordinary growth of interest in leisure and recreation in 
late nineteenth-century America. Such refuges also reflected the 
characteristic cosmopolitanism of postbellum American paint- 
ers, who shared European artists' enthusiasm for colonies and 
replaced the more isolated, solitary country studios and occa- 
sional group excursions of the members of the Hudson River 
School with more permanent venues for artistic camaraderie. 

The spirit of the leisurely life that the American Impressionists 
experienced and recorded in these summer haunts is condensed 
in two paintings by Childe Hassam. Paradigms of the very idea 
of the rural retreat, these pictures were executed in the early 
1890S on Appledore Island, one of the Isles of Shoals, ten miles 
off the coast of New Hampshire. They portray poet Celia 
Laighton Thaxter's hospitable garden and house, which drew 
artists, writers, and musicians. Finding refreshment there, Thaxter 
and her friends gave their creative energies free rein amid the 
austere beauty of the islands, remote from the workaday world 
of the cities.^ 

In the Garden (Celia Thaxter in Her Garden) (fig. 74), which 
served as the frontispiece to Thaxter's book An Island Garden of 
1894, sets forth an iconic image of the garden's creator in the 
midst of her creation. Thaxter appears as a solid yet graceful 
figure, dressed in white, her hair adorned with the silver crescent 
she often wore. Lost in reverie, she forms the vertical spindle 
around which whirls a web of brilliant pigment representing the 
garden's flowers: Iceland poppies, sweet rockets, bachelor's 
buttons, coreopsis, crimson phlox, rose campions, asters, holly- 
hocks, larkspurs. Described impressionistically, not botanically, 
the blossoms merge in studied confusion. A weathered board 
fence, its west gate opening beyond the poet's figure, demarcates 
the boundary between the cultivated brilliance of the foreground 
garden — "a sea of exquisite color swaying in the light," as 
Thaxter described it^ — and wilder nature beyond. Hollyhocks 
frame the distant shore of the mainland, echo the standing 
woman and identify her with nature, and, by bracketing the 
canvas, assert that Hassam's portrayal of the scene is as created 
and as art-ificial as what he portrays. 

The Room of Flowers (fig. 75) shows the parlor of Thaxter's 
cottage, a room "encrusted," as David Park Curry has observed, 
with "genteel clutter — paintings, photographs, prints, and plaster 
casts''^ — and filled with comfortable furniture in casual disarray, 
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Fig. 74 Childe Hassam. In the Garden (Celia Thaxter in Her Garden) ^ 1892. Oil 
on canvas, zzVs x 18 Vs in. (56.2 x 46 cm). National Museum of American Art, 
Smithsonian Institution, Washington, D.C., Gift of John Gellatly, 1929 1929.6.52 
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Fig. 75 Childe Hassam. The Room of Flowers, 1894. Oil on canvas, 34 x 34 in. 
(86.4 X 86.4 cm). Private collection 
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stacks of books, and huge bunches of flowers in bowls and vases. 
Like the garden, the parlor offers an aesthetic distillation of 
nature and an invitation to reverie. Here Hassam signals the 
potential for utter absorption in a private world of beauty and 
thought by embedding a single figure — a young woman reclining 
at the lower right — in the web of furnishings and flowers and of 
paint itself. The woman is usually the last element noticed by a 
viewer of the light-filled painting. Engaged in glancing through a 
book and subsumed in her aestheticized surroundings, she be- 
comes the quintessential image of escape into ideas, thoughts, 
interior experiences, into other worlds such as the world of one's 
own imagination. 

Both In the Garden and The Room of Flowers present what 
might be termed concentric summaries of the experience of a 
country retreat. At the center are individual figures in personal 
retreat — in reverie or perusing a book. The surrounding garden 
or parlor is a private world providing a distillation of nature and 
a habitat for contemplation. Beyond the garden and the parlor is 
Appledore Island, a retreat from Boston. Finally, like so many 
venues in which turn-of-the-century Americans pursued leisure, 
the island itself was a place detached from the new urban life and 
reassuringly identified — like Thaxter herself and her poetry — with 
the very bedrock of old New England and earlier America. 



The New Leisure and Recreation of Modem Life 



What shall we do with our leisure when we get itf 

JAMES A. GARFIELD {1880) 

Vacation has become a fetish It is a national hegira, 

a flux of population, a craze for change, 

RAFFORD PYKE (1903) 

Among the most distinctive changes that characterized life in the 
United States in the post-Civil War era were an increase in leisure 
time for entrepreneurs and almost all nonfarm workers and the 
acceptance of the concept of leisure by a society that tradition- 
ally and single-mindedly had been committed to a work ethic."* 
The new leisure of modern life (see figs, 76, 77) was both 
generated and necessitated by industrialization and urbaniza- 
tion. To put it simply, the workday and workweek lengthened 
during the Industrial Revolution, creating a stronger desire for 
time off for rest; leisure came to be understood as an entitlement 
of those in nonfarm occupations; as the population of cities grew 
and urban pressures intensified, a powerful need arose for con- 
tact with the country, where leisure pursuits would be centered; 
and with more time off from work, opportunities and facilities 
for recreation — that is, for satisfying activities pursued during 



leisure time — expanded phenomenally,^ The characterization of 
the new age by James A. Garfield, in a speech at Chautauqua, 
New York, in 1880, seems remarkably prescient: "We may divide 
the whole struggle of the human race into two chapters; first, the 
fight to get leisure; and then the second fight of civilization — 
what shall we do with our leisure when we get it?"^ 

The growth of leisure for almost all sectors of urban society 
and of new forms of recreation in which it could be spent was 
not unique to the United States. Similar conditions in Europe had 
produced similar results.^ But the new leisure and recreation in 
the United States were notable in that they indicated a softening 
of the puritanical celebration of hard work that had long domi- 
nated American culture. The new appreciation of indolence was 
announced in 1882 by Herbert Spencer — vocal partisan of eco- 
nomic competition according to the Darwinian principle of 
"survival of the fittest" — when he declared: "We have had 
somewhat too much of the 'gospel of work.' It is time to preach 
the gospel of relaxation."^ 

In the two decades after the Civil War, most entrepreneurs 
and their employees began to enjoy ten-hour (rather than twelve- 
hour) workdays, shorter workweeks — usually no more than 
five-and-a-half days for factory workers — and higher incomes. 
More and more pubHc holidays punctuated the calendar; the 
observances of Independence Day, Decoration Day, Thanksgiv- 
ing Day, Labor Day, Washington's Birthday and (in the North) 
Lincoln's Birthday, Christmas Day, and New Year's Day were all 
established by 1907.^ The availability of more leisure time gave 
rise to "the outing habit" on weekends. This generated "the 
vacation habit," so that vacations with full pay became accepted 
and expected by the turn of the century. ^° 

Several developments fueled and responded to the outing 
habit: Saturday half-holidays, the increase in the number of 
urban recreational facilities, and the establishment of trolley 
lines that gave rise to more seaside and country parks and made 
them accessible to urban dwellers. Such developments in turn 
impelled a craze among Americans for participation in athletics 
and sports; symptomatic of this new enthusiasm was an explo- 
sion in the 1880s and 1890s of sports columns in newspapers and 
the emergence of numerous weekly and monthly magazines 
devoted to particular sports.^ ^ 

Interest in less physically assertive pastimes grew apace, 
prompting the creation of gardening groups; reading circles and 
sewing bees; clubs for amateur artists and actors; historical, 
political, and cultural societies; patriotic and religious associa- 
tions; and innumerable social organizations. The fervent pursuit 
of activities serving socially useful ends was a vestige of the 
puritanical insistence that time must be spent wisely. 

Underlying the perceived need for leisure and conditioning the 
manner in which it was spent was the belief that city dwellers 
needed to get close to nature for refreshment, relaxation, and 
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Fig. 76 Beaman picnic, Cornish, New Hampshire, 
August 9, 1890. Photograph: Dartmouth College 
Library, Hanover, New Hampshire, Hugh Mason 
Wade Papers 

relief from urban confinement and stress. Outings were consid- 
ered to be physically and spiritually therapeutic. They were 
socially satisfying as well, easing constraints of deportment and 
providing opportunities for flirtation and the formation of new 
friendships.'^ Sports and contact with nature were also thought 
to result in social betterment, especially for the working classes 
and for immigrants/^ 

A desire for recreation fueled the expansion of suburbs, where 
people could enjoy urban incomes and rural amenities simulta- 
neously. Suburban living was at first problematic because of 
inadequate transportation and the long workweek. But, as a 
commentator noted in 1901, with the adoption of the Saturday 
half-holiday and with the new interest in sports, Americans 
began to believe that the benefits of outdoor life in the suburbs 
offset the inconveniences. "The Nation is beginning to find as 
much fascination in driving a golf-ball as in driving a bargain," 
he said.'"* 

By the turn of the century an existence even more exurban than 
suburban was encouraged, with men commuting as far as fifty 
miles to work so that their families could benefit from country 
living. The country increasingly came to be perceived as an 
antidote — and even a reasonable alternative — to urban life, re- 
versing the inexorable nineteenth-century flow of populations 
and energy to the cities. An observer noted in 1902 the physical 
and moral refreshment that the country offered: "It is because it 
is so well understood that country air and sights and all the 
processes of country life are necessary to maintain the vigor of 
family stocks that we see this constant reaching out of the 
dwellers in towns for all of the country that they can get."'^ 

The expansion of vacation time in the late nineteenth century 
was striking. According to an editorial in the Andover Review in 




Fig. 77 Horse show, Hollywood, Monmouth Park, 
New Jersey, 1895 1896. Photograph: Museum of 
the City of New York, The Byron Collection 

1886: "A larger proportion of our prosperous classes secures a 

long vacation now than at any former time Rest and pleasure 

are no longer stolen, but are recognized as legitimate and nec- 
essary." Not only the prosperous classes who took vacations 
but also their employees who got them came to believe that 
people ought to be able "to separate a portion of time each year 
from the habitual and to devote it to rest and recreation." 

Flourishing cities provided the people who would seek rural 
recreation and the impetus for them to escape urban throngs and 
pressure, summer heat and unhealthful air, traffic and noise, 
and to try to remedy their detachment from rejuvenating nature. 
And as workingmen and workingwomen gained increasing 
access to vacation time, women and children outside the work- 
force swelled the numbers of those pursuing rural refreshment. 

Through the turn of the century writers reassured those who 
took and those who got vacations of the positive forces associ- 
ated with leisure and recreation.'^ Soon even the impulse to 
defend leisure by invoking particular benefits subsided, and a 
writer for the Atlantic Monthly in 1904 could advocate day- 
dreaming — play that required neither equipment nor an invest- 
ment of energy — by suggesting that "idleness opens up for any 
one who has eyes to see and a mind to dream a playground of 
infinite variety."'^ Idleness, decried in a more puritanical, moral- 
istic antebellum America, was increasingly approved and cele- 
brated. Painters depicted Idle Hours (see fig. 99), reverie, 
solitude, and other themes that reflected Americans' new willing- 
ness to eschew productivity, and they sold their canvases to 
patrons who enjoyed both the inactivities portrayed and seeing 
themselves portrayed in inactivities.'^ 

Provisions were made to accommodate the people of all 
regions and classes seeking rest and recreation. By 1903 an 
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Fig. 78 North veranda, Manhanset House, Shelter 
Island, New York, early 1900s. Photograph: Henry Ford 
Museum and Greenfield Village, Dearborn, Michigan 

author would conclude: *'It may be said that there is practically 
no one in our cities and towns who does not get a vacation or 
outing."^^ And another commentator of 1903 announced: "In 
June the regular structure of American life is wholly broken up. 
Vacation has become a fetish with pretty nearly seventy millions 

of human beings; and vacation means migration It is a 

national hegira, a flux of population, a craze for change,"^^ 

In response to the unprecedented demand for destinations for 
outings and vacations, there was an extraordinary increase in 
the number of country retreats and suburban resorts (see fig. 78). 
Leisure became big business, "There is not a sheet of water of 
any size, especially in the middle West and in the East, that is not 
lined with shacks for summer parties," exclaimed Franklin 
Matthews in 190^,^^ This same year another observer appraised 
the development of the vacation idea from the viewpoint of 
business and noted, "If the cost of moving and caring for our 
great army of summer migrants for one season were put into one 
huge sum the amount would probably equal the capital of all the 
big trusts combined.*"^^ 

The new country retreats and suburban resorts were made 
accessible by developments in modern life — improved and ex- 
panded railroads and steamships, increased service on rural 
trolley lines, roads that accommodated bicycles and, ultimately, 
the availability of the automobile itself. The modern life that 
made these refuges possible to reach also made them necessary, 
as we have seen: it was usually escape from the pressures of the 
new urban existence that the thousands of turn-of-the-century 
vacationers and the artists who joined them sought. Recreation 
was not only expected to offset the intensity of work but also to 
remedy problems caused by the disruption of family ties in the 
new urban-industrial society. For example, middle-class moral 
standards and respectable recreation could be encouraged by 



Fig. 79 Camp Iroquois, Glen Eyrie, Lake George, 
New York, ca. 1910. Photograph: Henry Ford Museum 
and Greenfield Village, Dearborn, Michigan 

Stays in any number of newly founded vacation sites, which 
included camp-meeting grounds, centers for popular education 
such as Chautauqua, and less highly organized but still whole- 
some resorts such as Asbury Park, New Jersey, or Lake Mohonk, 
New York, where various amusements were provided.^"* 

Camping out (see fig. 79), exploring, or sketching in un- 
spoiled territory — getting in touch with nature in the most 
fundamental way — as well as hotels flourished. Writing in 1903, a 
physician. Dr. A. T. Bristow, counseled readers of World's Work 
that they should try roughing it in close contact with nature, like 
President Theodore Roosevelt. "Hundreds of thousands of 
farms now take in summer boarders" and "keeping summer 
boarders is the chief industry of the State of New Hampshire," 
Frankhn Matthews observed in 1903. He added, " 'Old Home 
Week' has stimulated thousands upon thousands to go to their 
former places of residence in agricultural States. "^^ His remarks 
provide testimony that vestiges of older, gentler times, echoes of 
a simpler, more rural, more homogeneous American past were 
among the attractions of many vacation spots. 



American Painters and the New Leisure of 
Modem Life 



In 1888 A. W, Greely rhetorically asked the readers of Scribner's 
Magazine to consider "Where Shall We Spend Our Summer?" 
and noted that "fifty years ago this was a question which was 
never heard in American homes." Writing principally about city 
dwellers in the northeastern United States, Greely identified three 
classes of vacationers. The largest and least affluent — the work- 
ing class — whose members constituted two-thirds of summer 
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vacationers, made only brief outings to the most accessible and 
inexpensive resorts or took day trips to popular amusement 
parks or beaches such as Coney Island in Brooklyn or Atlantic 
City on the New Jersey shore to "renew physical vigor and 
mental tone." The middle class tended to visit coastal or moun- 
tain resorts from Canada south to New Jersey to escape city heat 
and to pursue sports. The "fashionable folk," many of whom 
could enjoy the luxury of dual residences, were able to spend 
long holidays in grand hotels and houses in Newport — the most 
elegant seaside retreat — or at Saratoga in New York, Long Branch 
in New Jersey, or Mount Desert Island, off Maine. 

Reflecting their middle-class origins and occasionally, as in the 
case of William Merritt Chase, striving for and making connec- 
tions with the upper class, the American Impressionists recorded 
aspects of the new leisure and recreation of the late nineteenth 
century, especially a variety of country vacation retreats. They 
were attracted not only by the chance for relaxation but also, 
like the French Impressionists before them, by sites and subjects 
that called for a bold and rapid technique and nourished an 
interest in what was indigenous, lively, and fashionable. Avoid- 
ing the most accessible lower-class venues, the Americans pre- 
ferred a small number of New England seaside communities and 
inland villages and their counterparts in places such as Long 
Island in New York. These locales — the Isles of Shoals, Cornish 
in New Hampshire, Gloucester and Nahant on the Massachu- 
setts coast, and Shinnecock and East Hampton on Long Island 
— are as closely identified with the leading exponents of American 
Impressionism as the Normandy villages along the Channel 
coast and the country retreats at Argenteuil or Giverny are with 
their French mentors. Finding what they needed, personally and 
professionally, stylistically and expressively, the American Im- 
pressionists crafted from the resources of their chosen country 
retreats vivid American analogues to the works that the Frenchmen 
had produced. 

The Realists of the turn of the century eschewed the genteel 
middle-class and upper-class places that their American Impres- 
sionist predecessors had frequented. Oriented toward social 
issues, philosophically committed to portraying the working 
classes, the Realists embraced the resorts that the American 
Impressionists had avoided: Coney Island, South Beach on 
Staten Island, Atlantic City, Bellport on the southern coast of 
Long Island, among others. Maurice Prendergast, who is associ- 
ated with this younger generation of artists although he was not a 
Realist, went to Revere Beach in Boston, developed in the 1870s 
as a decorous middle-class refuge but by the 1890s as over- 
crowded as Coney Island, and to Nahant, which also had long 
since lost its original tranquillity. The responses of the Impres- 
sionists and the Realists to the new pursuit of rest and recreation 
in contact with refreshing nature invite inquiry, both separately 
and in comparison with each other. 



Conditioning any of these painters' attachments to particular 
country retreats or resorts was the question of whether they 
appealed to artists as well as to vacationers. Most of the Ameri- 
can Impressionists and Realists seem to have valued the compan- 
ionship of colleagues over other attractions. Accordingly, the 
popularity of certain vacation sites at the turn of the century 
does not clearly coincide with the incidence of depictions by 
the adherents of these groups, and it is hazardous to infer the 
spectrum of vacation sites from the evidence of paintings alone. 
For every retreat or resort that appears in the works of the 
American Impressionists and Realists, there were dozens that 
these artists did not visit and did not portray. Newport, for 
example, a durable magnet for middle- and upper-class vacation- 
ers, did not attract the American Impressionists or Realists. 
Although it had nourished a small artists' colony surrounding 
WiUiam Morris Hunt in the late 1850s and the 1860s and was 
portrayed by several artists connected with the Hudson River 
School, Newport became more and more fashionable. The town 
was increasingly associated with extravagant displays of wealth, 
and its turn-of-the-century reputation as a place of unseemly 
luxury perhaps discouraged would-be American painters of mod- 
ern Hfe from installing themselves there for summer work.^^ 
Sometimes, too, an American Impressionist or Realist might visit 
and might even depict one of the popular summer colonies 
without actually becoming a member of the artists' community. 
A case in point is Willard Metcalf, whose winter landscapes of 
the summer colony of Cornish are discussed above. 



Artists' Colonies: French and American 



Beginning with Hunt's generation, American painters studying 
art in Europe had visited, worked in, and even occasionally 
founded artists' colonies. These communities arose as late nine- 
teenth-century artists increasingly rejected the academic subject 
hierarchy, studio study, and historical conceits, turned to natu- 
ralistic subjects, and sought to record aspects of their own 
experience freely, freshly, and, more and more often, out of 
doors. Their concomitant attraction to a new range of subjects 
— especially nostalgic rural themes, often featuring peasants — 
reflected their incHnation and that of their patrons to find in 
simpler places, people, and times a corrective to the pressures of 
modern urban Hfe. Working in groups in the countryside, paint- 
ers in European artists' colonies enjoyed social contact with 
other artists and the exchange of ideas and criticism, cheap 
accommodations, picturesque scenery, and local types who were 
accustomed to the presence of artists and who were willing to 
serve as models. 

Among the French artists' communities of various kinds were 
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Fig. 80 Givemy (Eure) — Paysage d'automne, n.d. 
Postcard. Collection of Robert J. Killie 



Barbizon, the earliest large European artists' colony Grez- 
sur-Loing, which attracted American Impressionists Metcalf, 
Theodore Robinson, and Robert Vonnoh;^^ villages associated 
with the long-term residence of a single painter, such as Giverny 
(see fig. 80), where Claude Monet lived and worked, often in 
the company of Americans; Pont-Aven in Brittany, developed by 
Americans before it became more durably associated with the 
Synthetists; and picturesque sites, such as Marly-le-Roi, where 
Mary Cassatt stayed, that were home to one or two American 
expatriates. 

An interesting if problematic American account of artists' life 
at Giverny is Metcalf 's Ten Cent Breakfast (fig. 82), which 
records four individuals in a dramatically lighted interior. Scottish 
novelist Robert Louis Stevenson is shown seated at the right 
casually reading Le Petit Journal; the figure to his right, seated 
farthest from the viewer, is almost certainly Theodore Robinson. 
The third man at the table may be John H . Twachtman 
(whom he resembles, but who left Europe early in 1886, a year 
before the picture was executed) or the author of the painting, 
Metcalf (whom he also resembles). Even less sure is the identity 
of the thin, mustached young man who stands at the left, lighting 
his pipe. He has been said to be, among others, the Canadian 
painter William Blair Bruce, Hassam, Charles Birch (probably as 
the result of a printer's error), illustrator Reginald Birch, Lowell 
Birge Harrison, or John Singer Sargent (who visited Monet at 
Giverny in May 1887).^^ 

Although some of the men's identities may be in dispute, the 
setting is without doubt the Hotel Baudy at Giverny, the center 
of the vilkge's art colony (fig. 81) — photographs of the interior 
of the site verify the location of its doors and the appearance of 
its gas lamps and fireplaces. Metcalf, who visited with Robin- 
son at Giverny from May to August 1887, produced this vignette 
of life there in the tonal academic-realist style that accorded with 



Fig. 81 Giverny — UHotel Baudy et la route de 
Vernon^ n.d. Postcard. Collection of Robert J. Killie 



his prior study at the Academie Julian. Despite the traditional 
dark palette and the careful modeling of forms, he conveys the 
effect of a candid snapshot taken with a flashbulb, capturing a 
casual moment when painters and at least one writer gather to 
chat. The painting's traditional title. The Ten Cent Breakfast^ 
seems at odds with the presence of partially filled wineglasses 
and an almost empty wine bottle and the strong chiaroscuro, 
which more likely would be associated with an evening meal. 

Its ambiguities notwithstanding, Metcalf's picture is an im- 
portant document of the connection of Americans with an 
artists' colony that was key to the development of Impression- 
ism. Monet (see fig. 83) had moved from Vetheuil to Giverny in 
May 1883, and in ensuing decades he and his adopted village 
attracted painters from all over the world. Of these it was the 
Americans who came in the greatest number to seek his advice 
and inspiration. Metcalf may have been the first, arriving in the 
summer of 1885; Robinson apparently also visited with Monet 
in 1885. They soon were followed by other future American 
Impressionists: Theodore Wendel, who painted Giverny scenes 
dated 1886, John LesHe Breck, Twachtman, and others.^"^ The 
experience of Giverny stimulated and reinforced the conversion 
of many of these American visitors to the Impressionist aesthetic, 
and the village's art colony also would serve as a model for 
emulation when they resettled elsewhere in Europe or returned 
home. Monet's growing commitment to a nationalistic expres- 
sion at the time of the Americans' visits^ ^ may also have prompted 
them to seek inspiration in analogous American sites. 

Michael Jacobs has noted the complex circumstances under 
which French artists' colonies were imitated in other countries. 
Returning home from foreign study or work, many artists — Scan- 
dinavians, Russians, Germans, and others, as well as Americans — 
were nostalgic for the French artists' communities that they 
had visited. At the same time they wished to find some way to 
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Fig. 82 Willard Metcalf. The Ten Cent Breakfast, 
1887. Oil on canvas, is'/* x 22 in. (38.7 x 55.9 cm). 
The Denver Art Museum, The T. Edward and Tullah 
Hanley Memorial Gift to the People of Denver and 
the Area 1974.418 



express the nationalistic sentiments that had prompted them to 
come back home in the first place. According to Jacobs, "By 
associating themselves with parts of the country where rural and 
folklore traditions had been well preserved, the artists liked often 
to feel that they were sowing the seeds of a revival of national 
culture."^^ 

Jacobs's hypothesis is supported by the tendency of repatri- 
ated American painters to form communities in areas where the 
essentials that they had enjoyed or observed in French colonies 
— inexpensive lodging, picturesque countryside, and accessible 
local types — were available and where there also prevailed a 
strong resonance of the American past and the American temper. 
The likeliest counterparts of Barbizon, Grez, or Giverny for the 
Americans were such places as Gloucester, Cos Cob, Old Lyme, 
East Hampton, and other villages on the East Coast. In these 
New England or New England -like locales, American fundar 
mentals — especially associations with the period of early settle- 
ment and colonial growth — were evident in both spirit and 
physical aspect. These villages provoked a profound nationalist 
pride in the last decades of the nineteenth century.^^ 

Many American artists' colonies revolved around open-air 
painting classes. Like Giverny in situating a single painter at 
the center of artistic life was Magnolia, Massachusetts, on 
Cape Ann, north of Boston, where Hunt offered criticism to a 
coterie of young women students in the summer of 1877. A 
durable American Pont-Aven was established in 1880 at nearby 
Annisquam, on the northern coast of Cape Ann, by William 
Lamb Picknell, who was joined by other painters who had 
studied in Parisian academic ateliers and had worked at Pont- 




Fig. 83 Theodore Robinson. Claude Monet, 1890. 
Carbon pencil on paper, Z1V4 x 12 in. (55.2 x 
30.5 cm). Collection of Thomas W. and Ann M. 
Barwick 
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Aven. East Hampton, on the south fork of Long Island, was 
dubbed the American Barbizon in an article in Lippincotfs 
Magazine,^^ where it was called a town to be cherished for its 
picturesque dwellings and old farmers and fishermen. Artists as 
varied as Thomas Moran and Edward Lamson Henry — topo- 
graphical and sentimental, respectively — and American Impres- 
sionist Hassam were succeeded by several generations of painters 
who found, and still find. East Hampton a nourishing summer or 
year-round home. Adjacent Southampton, specifically its Shinne- 
cock Hills area, became a popular artists' colony beginning in 
1 891, when Chase began to offer art instruction there. Chase's 
teaching was under official art school auspices, whereas Monet's 
had been informal and by friendly association. Yet in its rural 
quietude, its proximity to the city, its marvelous light, its combi- 
nation of wild and cultivated nature, its hospitality to outdoor 
work, and especially its identification with a single major Im- 
pressionist, Shinnecock would seem an American Giverny. And 
although it was an artists' colony only during Chase's tenure, 
Shinnecock's strong connections with American foundations 
made it an appropriate venue for repatriation of the American 
artistic spirit. The rocky, picturesque fishing village of Gloucester 
on Cape Ann, by contrast, drew generations of artists both 
before and after the heyday of the Impressionists. 

Other villages on the New England coast, especially Cos Cob, 
near Greenwich, Connecticut, and Old Lyme, at the mouth of 
the Connecticut River, were also sites for the development of 
American Impressionism. Both reiterated conditions that had 
prevailed at Pont- Aven and Giverny, in particular their focus on 
hospitable quarters in which many artists resided and others 
gathered: the boardinghouse HoUey House at Cos Cob and the 
house of Florence Griswold at Old Lyme. Twachtman began 
teaching at Cos Cob in 1890 and around him gathered many 
artists who would formulate American Impressionism in the 
1890s: J. Alden Weir, Robinson, Hassam, and Metcalf. Although 
Hassam was active at Old Lyme, that colony was identified with 
the academization of American Impressionism at the turn of the 
century and with a struggle between adherents of the style as it 
became increasingly retardataire and partisans of an even more 
old-fashioned Barbizon manner, artists such as Henry Ward 
Ranger and Henry Rankin Poore. 

Sites to which the American Impressionists retreated individu- 
ally or in groups of only two or three were Boothbay Harbor, 
Maine (in the case of Metcalf); Branch ville, Connecticut (Weir); 
Ipswich, Massachusetts (Wendel and Breck); the Isles of Shoals 
(Hassam); and Napanoch, New York (Robinson). These seem to 
have been chosen because they made vivid aspects of nature and 
culture that recalled what these artists had experienced in France 
and at the same time and with equal force reflected a specifically 
American spirit. 

The impulse to reconnect with American roots and, conse- 



quently, to gather in New England or New England -like villages 
was much less pronounced among the Realists than among the 
American Impressionists. The older artists had more fully assimi- 
lated French experiences and attitudes and therefore had more to 
gain in establishing and frequenting artists' colonies in which 
they could re-create the camaraderie they had known abroad. 
They also could use and needed to use the American locales they 
had chosen for these communities to neutralize what they had 
encountered in France. The Realists had less experience in 
foreign colonies to recapitulate and fewer foreignisms to slough 
off and consequently felt less constrained to follow the summer- 
colony pattern. And since the clearest expression of the Realists' 
engagement with modern life appears in their urban images, 
especially those of the first decade of this century, their interest in 
outdoor painting in rural settings is both less manifest and less 
interesting. Their involvement with the country retreat was 
linked with the period of their detachment from the actualities of 
modern life and even, in several cases, with the decline of their 
strength and the demise of their quintessential vision. Addition- 
ally, American Realism was in a certain measure a collaborative 
enterprise. It is not surprising, therefore, to find that its adher- 
ents' pursuit of rural subjects was an anticoUaborative release, 
with members of the group scattering to such sites as Bellport (in 
the case of WiUiam Glackens); Gloucester (John Sloan); or 
Monhegan Island, Maine (George Bellows). Finally, the more 
genteel, family-oriented — and often more affluent — American 
Impressionists were predisposed to purchase country homes and 
to create stable centers for summer work and leisure or to 
cultivate friends and patrons who could provide such settings. By 
contrast the Realists were more likely to adopt the outing habit 
or the vacation habit, like the members of the working class they 
portrayed, and to remain summer visitors rather than summer 
residents wherever they went. 



At the Seaside: The New Country Retreat by the 
Shore 



Although few perhaps realize the fact, it i$ nevertheless true 
that most of the beaches where now the surf curls over net- 
works of lifelines . . . were solitudes but a few years since, 

DUFFIELD OSBORNE (1890) 

Coastal images appear in art from the very earliest times as an 
important subset of marine painting.'*^ Coast scenes principally 
are intended to capture the grandeur of the intersection between 
land and sea, to suggest the power of the sea, and, when they 
include a few figures, to record the awe of people before nature 
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Fig. 84 Alfred T. Bricher. Morning at Grand Manan, 
1878. Oil on canvas, 25 x 50 in. (63.5 x 127 cm). 
Indianapolis Museum of Art, Martha Delzell 
Memorial Fund 70.65 



or their work in relation to it. Innumerable coast scenes were 
painted by seventeenth-century Dutch artists and by nineteenth- 
century English and even some French Romantics, all of whom 
inspired nineteenth-century American landscape painters, in- 
cluding Thomas Birch, John Frederick Kensett (see fig. 91), 
Worthington Whittredge, and William Trost Richards. From the 
late 1870s through the turn of the century American coast scenes 
were painted by Albert Bierstadt, Thomas Moran, and Alfred T. 
Bricher (see fig. 84), and they were the primary concern of 
Winslow Homer (see fig. 26), the painter most closely identified 
with the mode. 



Coastal imagery in which the sea dominates, compositionally 
or psychologically, was of limited interest to the American 
Impressionists, who only occasionally recorded nature's awe- 
some power. Unlike Homer, the American Impressionists generally 
preferred to depict poetic vignettes of nature or people's pleasure 
and recreation at the seashore, to produce what may be called 
shorescapes rather than coastal or marine views. There are, 
nevertheless, a few turbulent American Impressionist coast scenes. 
For example, in Twachtman's S^<a! Sc^ne (fig. 85) the viewer has 
no footing at all onshore but is asked to hover over rocks and a 
treacherous maelstrom of foaming breakers that occupy not only 




Fig. 85 John H. Twachtman. Sea Scene, 1893. Oil 
on canvas, 27^^^ x 33 '/j in. (69.9 x 84.5 cm). Delaware 
Art Museum, Wilmington, Special Purchase Fund, 
1963 63-21 
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Fig. 86 ChildeH^ssam. Seaweed and Surf y 
Appledore, at Sunset, 1912. Oil on canvas, 25^4 x 
in. (64.8 X 69.2 cm). The Fine Am Museums 
of San Francisco, Gift of the Charles E. Merrill 
Trust with matching funds from The de Young 
Museum Society 67.23.2 

the foreground but also more than three-quarters of the canvas. 
However, the overall effect is literally and psychologically light- 
ened by the Impressionist palette and frothy stroke, and we tend 
to see nature through Twachtman's lens as susceptible to decora- 
tive distillation rather than as threatening, as Homer would have 
us see it. 

Although Twachtman and others painted such subjects oc- 
casionally, only Hassam among the American Impressionists 
devoted himself with any consistency to the rocky coast and 
challenging surf of New England. Yet, like Twachtman's Sea 
Scene, his images of the New Hampshire coast at the Isles of 
Shoals point up, by comparison with Homer's nearly contempo- 
raneous paintings, the American Impressionists' tendency to 
pursue an art of sweetness and light. What is ominous and 
rugged in Homer's pictures of the Maine coast near Front's Neck 
is transmuted by Hassam into brilliant pattern, although the 
sites he painted are only a few miles away from Homer's. The 
sun rarely shines on Homer's Maine coast, but it is almost always 
present, dazzling and fracturing color, in Hassam's canvases, even 
when the surf is turbulent, as in Seaweed and Surf, Appledore, at 
Sunset {fig, 86).^' 

"Hassam's summer sojourns on the Isles of Shoals [were] 
among the most fruitful of his long career," inspiring almost 10 
percent of his works, as Curry has observed."*^ Among these 



paintings, there is rarely a hint of any threat from nature. Instead 
in many canvases, especially in his images of poppies in Thaxter's 
garden, Hassam stressed the isolation that could be enjoyed at 
the Isles of Shoals. As Curry has told us, " 'old-fashioned' flower 
gardens" such as Thaxter's "were a colonial revival antidote to 
the fast pace of modern life," and the sense of retreat into gar- 
dens of this sort permeates the poppy paintings."*^ In Poppies 
(fig. 87) and similar images, Hassam brings the viewer close to 
the brilliant flowers, filling bands that emphasize the flat surfaces 
of his canvases with mixed whites, pinks, and reds; he creates a 
world of color that insists on the viewer's undistracted encounter 
with the forms of nature alone, with flowers, rocks, water, with 
sunshine and fresh air, and that restricts signifiers of human 
presence to such details as tiny sails in the distant bay. 

Although people swam, presumably for pleasure, in the very 
earliest civilizations, and spas existed in Roman times, oceanside 
recreation as a widely popular pursuit and the use of beaches as 
places for water sports and sunbathing are nineteenth-century 
phenomena. By the middle of the century many seaside villages 
in England and France evolved into resorts in response to the 
desire of urbanites to refresh themselves by contact with nature; 
this was a transformation encouraged by the increased wealth of 
city dwellers and the easier transportation that permitted their 
visits to the shore. 

Americans began to journey to seaside towns such as New- 
port, Cape May and Long Branch, New Jersey, and Gloucester in 
the earlier nineteenth century. Far Rockaway, on the coast of 
Long Island south of Jamaica, became a fashionable resort for 
New Yorkers in the 1830s. But the great growth of interest in 
seaside recreation in the United States did not occur until after 
the Civil War. Like so many other social phenomena in that 
period, it was stimulated by European developments, including 
the popularity and the increasing sophistication of French resorts 
on the Channel coast, which became magnets for Parisians during 
the Second Empire. At this time Newport, Gloucester, and other 
American towns rapidly and acutely modified their colonial 
heritage of whaling and fishing to accommodate the new seekers 
of seaside recreation; now entire regions with many small pictur- 
esque villages and historical resonance — Monmouth County, 
New Jersey, for example — became lively and popular watering 
places. "^"^ Writing in 1890, a commentator recorded the recent 
growth of surf bathing (see fig. 89) as a sport in the United 
States: "Although few perhaps realize the fact, it is nevertheless 
true that most of the beaches where now the surf curls over 
net- works of lifefines, and where the brown-faced bathing-master 
lounges, lazy yet watchful, before hundreds of gayly clad pleasure- 
seekers, were soHtudes but a few years since.'"*^ 

The economic and social consequences of new interest in 
seaside recreation were immense. In 1896, for example, more 
than eleven million visitors, who spent many millions of dollars, 
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Fig. 87 Childe Hassam. Poppies, 1891. Oil on canvas, 195/4 x 24 in. 
(50.2 X 61 cm). Collection of Mr. and Mrs. Raymond J. Horowitz 
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Fig. 88 Eugene Boudin. The Beach at Villerville, 
1864. Oil on canvas, 18 x 30 in. (45.7 x 76.2 cm). 
National Gallery of Art, Washington, D.C., Chester 
Dale Collection 1963. 10.4 



Long Island 



A god-send to tired New Yorkers is old Long Island, 

LONG ISLAND DEMOCRAT (1880) 

For the tired dweller in cities. Long Island holds in waiting 
every variety of beauty. 

NEW YORK SUNDAY PRESS (1892) 

Over two hundred miles of coasriine and a number of towns on 
New York's Long Island (see fig. 90) would be transformed 
from dependence upon fishing and agriculture to flourishing 
tourist and artistic destinations in the late nineteenth century. 
Throughout the history of American landscape painting, begin- 
ning in the 1820s, Long Island had offered artists a range of 
subjects as varied as those available in any locale in the United 
States: Brooklyn panoramas with a distant seashore for topogra- 
phers such as George Harvey; Setaucket farmers and Stony 
Brook farmhouses for William Sidney Mount; north and south 
coastlines, village vignettes, and sportsmen shooting ducks for 
Kensett, John Evers, Arthur Fitzwilliam Tait, and many others. 
From the 1870s, however, tourism developed as a major Long 
Island industry, and the island's picturesque villages and recrea- 
tional facilities became favorite weekend and summer destina- 
tions for the growing population of New York. Publications such 
as Antiquities of Long Island of 1874 described early settlements, 
"manners and customs," and "ancient names and remains," as 
might a tourist guide to any area with historical resonance.'^'' 
By 1880 a writer for the Long Island Democrat could ob- 
serve: "A god-send to tired New Yorkers is old Long Island, 
with . . . incalculable store of pleasure in bathing, sailing . . . with 



came to the coast of New Jersey between Sandy Hook and Cape 
May, and by that year Atlantic City, the largest resort in the area, 
had four hundred hotels, some of which could accommodate 
more than a thousand guests, boardinghouses that could take 
over thirty thousand visitors, and room for twenty thousand 
more in private cottages."^^ 

As American Impressionism developed in the 1890s, the new 
beach retreats and resorts — Nantucket, East Hampton, South- 
ampton, and Old Lyme among them — invited responses from its 
practitioners, just as Deauville and Trouville had stimulated 
Eugene Boudin (see fig. 88) and Sainte-Adresse had provoked 
some of Monet's most deHghtful canvases. 




Fig. 89 Manhattan Beach, 1897. Photograph: 
Museum of the City of New York, The Byron 
Collection 
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big hotels and quiet farm houses, her lakes and bays ... if there is 
any more charming place for the idler in summer than Long 
Island, it certainly is not to be found anywhere near New York."^^ 
Long Island tourism was much encouraged by the Long Island 
Railroad, which underwrote and distributed numerous illus- 
trated promotional publications."^^ As a result of the railroad's 
efforts and of the increasing importance of a convenient, health- 
ful, beautiful, and bountiful rural area to a rapidly growing 
metropolis, the numbers of Long Island's recreational facilities, 
country and suburban homes, and boardinghouses grew; access 
to them not only by train but also by automobile and bicycle 
improved as better roads were provided; and there were advances 
in horticulture and specialized agriculture. Long Island land- 
scapes painted near the turn of the century began to be quite 
different from Hudson River School and other antebellum views, 
for they reflected the increasing settlement of the region and the 
transformation of its functions from fishing and farming to 
suburban living and tourism by showing the new leisure and 
recreational life. Long Island's beaches were particularly es- 



teemed. They were distinguished from the narrow and rocky 
English Channel beaches in England or France by their great 
width and their soft sands and by their close proximity to a city. 
Between i860 and 1880 the beaches of Long Island were occa- 
sionally painted by Hudson River School artists, who preferred to 
remind the viewer of the grandeur of nature by portraying vast, 
almost surreal expanses of empty sand and sea; an example of 
such a scene is Kensett's Eaton's Neck, Long Island (fig. 91), 
depicting one of the most treacherous places on the North Shore 
and site of many shipwrecks. By contrast, artists of the later 
nineteenth century showed Long Island's beaches filled with 
people on holiday, enjoying the release from urban pressure, 
being rejuvenated in contact with nature. 

Closest to the city, and therefore accessible by railroad, boat, 
or bicycle, were beaches at Coney Island, at the south edge of 
Brooklyn, and Rockaway Beach, including Far Rockaway, just to 
the east, at the south edge of what would become Queens. 
Although people had visited these areas to indulge in leisure 
activities in earlier decades — the popularity of Rockaway, for 




Fig. 91 John Frederick Kensett. Eaton* s Neck, Long 
Island, 1872. Oil on canvas, 18 x 36 in. (45.7 x 
91.4 cm). The Metropolitan Museum of Art, New 
York, Gift of Thomas Kensett, 1874 74.29 
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Fig. 92 Francis Augustus Silva. The Schooner 
"Progress" Wrecked at Coney Island, July 4th, 18 
1875. Oil on canvas, zoVs x 38V8 in. {51. i x 96.8 cm). 
Manoogian Collection 



example, was established by 18 10 and reached its peak in the 
18 3 OS — traditional notions of landscape and coastal painting 
inhibited artists from recording seaside recreation at this time. 
As late as the 1870s Francis Augustus Silva pursued a Hudson 
River School aesthetic when he visited the beaches at Coney 
Island and the Rockaways, as well as Fire Island. Avoiding any 
suggestion of recreational use, he found there the raw material 
for romantic coastal scenes. In The Schooner "Progress" Wrecked 
at Coney Island, July 4th, iSj4 (fig. 92), he memorializes the 
aftermath of one of the many wrecks that occurred on the Long 
Island coast, with no indication whatsoever that by 1874 Coney 
Island was visited frequently by New Yorkers seeking refreshment. 

During the 1870s the beaches near the city prompted a few 
artists with traditional styles to depict people at leisure. Ralph 



Albert Blakelock painted Rockaway Beach, Long Island, New 
York in 1869-70 (M. and M. Karolik Collection, Museum of 
Fine Arts, Boston) in terms of a Hudson River School style that 
lets grandly scaled nature overwhelm tiny visitors even though 
elaborate beach pavilions had altered the wild surroundings 
substantially by this time, Samuel S, Carr, an English-born artist 
about whom little is known, portrayed Coney Island in a number 
of unusual small canvases that record people engaging in the 
variety of available activities. Carr's Beach Scene (fig. 93) , for 
example, presents a fascinating frieze of men, women, and 
children watching a Punch and Judy show, taking a ride on a 
donkey, digging in the sand, promenading, and posing for a 
photographer who plies his trade on the beach. The painter 
himself arranges his figures and seeks a frozen precision in the 




Fig. 93 Samuel S. Carr. Beach Scene, ca. 1879. Oil 
on canvas, 12 x zo in. (30^5 x 50.8 cm). Smith 
College Museum of Art, Northampton, Massachu- 
setts, Bequest of Annie Swan Coburn (Mrs. Lewis 
Larned Coburn), 1934 1934:3—10 
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manner of the photographer whom he depicts; the Hght of the 
painting is that of the studio, untouched by fracturing sunshine, 
unruffled by any breeze. The visitors recorded by Carr have 
made few concessions to the seaside setting; their interlude at the 
shore seems a brief and somewhat unaccustomed one. The 
women in richly colored, elaborately draped dresses and the men 
in dark business clothes would be more comfortable promenad- 
ing on city avenues than standing on the beach. Although the 
children wear sunbonnets, not even they have taken off their 
shoes to wade or to dig in the sand. The painting's odd charm 
lies in the coincidence between the visitors' restrained enjoyment 
of the beach and the artist's own curiously restrained style. 

Coney Island, having received several structures — including a 
Japanese temple and a Chinese pagoda — from the Centennial 
Exhibition of 1876 in Philadelphia, emerged in the later 1870s as 
a major amusement park and a source of national pride. By 
1880 William H. Bishop would note in Scribner's Monthly that 
"it is quite original, distinctively American, and charming. There 

is nothing like it abroad A touch of patriotic pride really 

ought to mingle with our contemplation of Coney Island."^ ^ The 
most popular resort on Long Island, by 1880 Coney Island could 
attract fifty thousand day-trippers on a summer Sunday. But it 
was also becoming vulgar and commercial, with prices for all 
activities boldly displayed on large signs. The tendency to ex- 
travaganza at Coney Island was capped by the opening of 
Steeplechase Park there in 1893. In this huge amusement park, 
seaside pleasure was insulated from the sea itself by elaborate 
fantasy architecture and mechanized games and rides. One 
writer described Coney Island in 1896 as "the great seaside 
'safety-valve' of New York City," where eight million visitors 
came each season to enjoy bathing, dancing, all sorts of shows 
and music, and restaurants that could comfortably seat as many 
as four thousand people at one time.^"^ 

In response to such developments, even Carr, who had re- 
corded the simple pleasures of an earlier age, fled to the artificial 
rural pastures of Brooklyn's Prospect Park in the 1890s. Simulta- 
neously, Chase, the leading American Impressionist interpreter 
of the seashore, abandoned Brooklyn entirely. While Chase had 
made a specialty of Prospect Park, he had also recorded the 
Brooklyn coastline: the Brooklyn Navy Yard, Bensonhurst, Coney 
Island, and Gowanus Bay appear in a number of his tranquil, 
unpopulated coast scenes that more often feature piers than 
people. He had also used Gravesend Bay as the background for 
at least one vivid, large-scale, and very genteel figural pastel, 
Gravesend Bay of about 1888 (Hirschl and Adler Galleries, Inc., 
New York). 

However, Chase had not painted Coney Island. Like his 
American Impressionist colleagues, he avoided the raucous amuse- 
ment park, whether at Coney Island or on Long Island's North 
Shore. The American Impressionists would devote themselves 



to the gracious and rural retreats of the farther South Shore 
of Long Island. In 1894 Alfred Trumble noted: "Coney Island 

and Rockaway became roaring resorts So the artistic legion 

was driven steadily eastward, until it found, between Peconic 
Bay and Montauk Point, an ideal camping place." Rockaway 
and Coney Island would await the attention of the turn-of-the- 
century ReaHsts, who preferred the more accessible, more plebe- 
ian beaches as inspiration. 



The Genteel East End 



Those who do not care for the gaudy masquerade of the 
populous beaches can find on the Island quaint and quiet 
spots . . . imbued with as restful a charm as the original 
Sleepy Hollow, 

NEW YORK SUNDAY PRESS (1892) 

When I asked the artists in New York for the nearest 
approach to an Artist Colony such as we have abroad . . . 
they all advised me to come to Shinnecock. 

ELIZABETH W. CHAMPNEY (1894) 

The members of the Tile Club were among the first American 
painters to come to the East End — the south fork of Long Island, 
about one hundred miles east of New York City. This group of 
New York artists began to meet informally in 1877, together 
with a few writers and musicians, to decorate ceramic tiles and 
to find the kind of camaraderie that most of them had experi- 
enced when they studied in Europe. Summer trips for the pursuit 
of artistic subjects and recreation became part of the Tile Club's 
program. In 1878 the Tilers went to Long Island and visited a 
number of villages, including Bridgehampton, East Hampton, 
and Montauk on the East End. Their experiences generated a 
series of articles in Scribner*s Monthly^ written and illustrated by 
members; these were later excerpted in a promotional publica- 
tion for the Long Island Railroad, The New Long Island: A 
Handbook of Summer Travel, They returned to Long Island 
the summer of 1881, this time to the North Shore in the company 
of future Impressionists Chase, Twachtman, and Weir.^^ Their 
intention seems to have been largely to reconnect with American 
traditions. For example, they admired and recorded remnants of 
the shipbuilding industry around Port Jefferson and made "a 
respectful observance to a justly revered memory"^^ of the painter 
Mount in Stony Brook. 

Partly as a result of the Tile Club's well-publicized enthusiasm 
for the area, a number of landscape painters who worked in 
traditional styles were attracted to East Hampton, beginning in 
the late 1870s and the i88os. They found there picturesque and 
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Fig, 94 Alfred T. Bricher. Baby Is King (Beach Scene), 
1880. Oil on canvas, ijVs x 35^8 in. (44.8 x 89.2 cm). 
The Fine Arts Museums of San Francisco, Mildred 
Anna Williams Collection 1942.7 



characteristically American analogues of the French, English, 
and Dutch country villages they had visited during their student 
years. The region had, after all, been settled in the late seven- 
teenth century by former residents of the Massachusetts Bay 
Colony, and there were remnants of the colonial spirit in the 
indigenous architecture, in the form of weathered shingle houses 
and even windmills, for example, and in the activities of local 
farmers, shipbuilders, and fishermen. To these artist visitors, and 
to many who preceded and followed them, the eastern end of 
Long Island must have seemed like the seventh New England 
state. In the late 1870s and the succeeding decade East Hampton 
nourished the work of artists including Thomas Moran and 
other painters in his family, as well as George Smillie, Bruce 
Crane, Walter Clark, and Frederick Dielman. By 1885 the writer 
Elizabeth W. Champney would claim that East Hampton was 
"the true artist colony, and perhaps the most popular of adjacent 
sketching-grounds for New York artists."^^ Hassam and other 
American Impressionists would follow to record this village and 
neighboring Amagansett and Montauk in the 1890s and well 
into the twentieth century. 

In the 1 8 90s, however. East Hampton's allure for artists was 
challenged by nearby Southampton. Southampton had first 
become accessible by railroad in 1870, and in the late 1870s and 
early 1880s a few traditional artists, Bricher and Alfred C. 
Howland among them, had painted views of the town. Bricher, 
who visited Southampton in 1880 and had married a local 
resident, began to spend summers there in 1881. He occasionally 
departed from his usual unpopulated coastal scenes with break- 
ing waves (see fig. 84) to record vignettes of the beach and 
village. His Baby Is King (Beach Scene) (fig. 94) and In My 
Neighbor's Garden of 1883 (Daniel J. Terra Collection) antici- 
pate Impressionist subjects but preserve a scrupulously precise 
style based on rigorous linearity, the use of studio props, and 



careful studies of family members, who appear as models in 
stock poses. 

Despite the presence of such artists as Bricher — and despite 
such curiosities as his handful of hybrid academic-realist scenes — 
Southampton did not begin to flourish as an artistic venue 
until 1891, when Chase arrived there to establish a school for 
outdoor painting and to work at Shinnecock, an area at the 
western edge of town. Other artists — including hundreds of 
students — would be attracted to Shinnecock and Southampton 
by Chase. But his association with the site was as characteristic 
and mutually defining as Homer's with Front's Neck, Hassam 's 




Fig. 95 William Merritt Chase. End of the Season, 
ca. 1885. Pastel on paper, 135/4 x 173/4 in. {34.9 x 
45.1 cm). Mount Holyoke College Art Museum, 
South Hadley, Massachusetts 1976.9 
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with the Isles of Shoals, Monet's with Giverny, and Boudin's 
with Deauville and Trouville. Not incidentally Chase owned 
some of Boudin's work and emulated it in such pastels as End of 
the Season (fig. 95). 

Beginning about 1885 Chase had painted a series of New 
York park views — discussed below in 'The Urban Scene" — that 
provide some of the earliest, freest, and finest statements of pride 
in the modern American scene expressed in the most up-to-date 
Impressionist terms. In these pictures he had recorded middle- 
class Americans at leisure; he transferred this subject matter 
from the park to Shinnecock at the invitation of Mrs. WiUiam S. 
Hoyt. A wealthy summer resident of Southampton, Mrs. Hoyt 
suggested that the artist visit in 1890 to consider the advantages 
of teaching at Shinnecock. Chase would seem to have been an 
inevitable choice to head a summer art school where students 
could learn and practice plein air painting: he was one of the 
most active and popular teachers in New York; a painter sympa- 
thetic to and experienced in outdoor work; the creator, in his 
park paintings, of a new and national vocabulary for American 
Impressionism; and an artist who, as president of the Society of 
American Artists, embodied the spirit of a generation of cosmo- 
politan American painters. 

"With many doubts as to the success of the undertaking," 
according to a contemporary source,^° Chase was enlisted as the 
director and principal critic of the Shinnecock Hills Summer 
School of Art, for which Mrs. Hoyt and her friends, other 
Southampton summer residents, such as Samuel Parrish, pro- 
vided land and financial backing. In 18 91 Chase took up resi- 
dence in a local inn and began teaching. He offered criticism on 
Mondays — the first of two Chase Days each week — in a large 
studio where students also worked on rainy days. Often the 
students — who ranged from serious professional painters to 
dilettantes — were joined by enthusiastic amateurs who were 
invited to witness the critiques. On Tuesdays Chase led his loyal 
flock to some outdoor site for work and criticism (see fig. 96). 
The Shinnecock Art Village ultimately comprised the studio 
building, which resembled a rustic Adirondack hunting lodge, 
twelve to fifteen weather-beaten cottages in the Shingle style 
standing close together in a complex of little hedge-lined lanes 
that surrounded the studio, and a restaurant.^^ The students 
either rented the cottages in groups, stayed in Southampton 
farmhouses or boardinghouses, or lived in the Art Club, a large 
house in the area that was lent by a supporter and was also used 
for social events. 

In 1892 Chase and his family moved into a large, rambling 
house designed by Stanford White in the Shingle style with 
strong colonial echoes, located about three miles away from the 
school. Simpler than White's usual Newport "cottages," it 
included a large ground-floor room at the north end that served 
as private studio space for the artist, a huge two-story hall with a 




Fig. 96 William Merritt Chase demonstrating out- 
doors before the Shinnecock Summer School of Art 
class, ca, 1892. Albumen print. The Parrish Art 
Museum, Southampton, New York, William Mer- 
ritt Chase Archives, Gift of Jackson Chase Storm 

Stone fireplace that was the heart of the house, and seven 
bedrooms. 

By 1893 an observer could remark that the Shinnecock Hills 
Summer School of Art had "become an established institution, 
and bids fair to be known long and favorably in the American 
world of art."^^ By 1894 Chase's instruction was supplemented 
by classes given by other teachers in watercolor and preparatory 
drawing and sketching.^^ The school flourished until 1902, at- 
tracting as many as a hundred students — most of whom were 
women — each summer and becoming not the first but the most 
famous school for outdoor work in the United States. Champney, 
who was one of Chase's students, suggested in Witch Winnie at 
Shinnecocky published in 1894, ^hat Chase had created for 
Americans the perfect analogue to any of the leading French art 
colonies. According to one of Champney's characters in this 
fictionalized account of life in the Art Village: "I have only been 
back a month, and when I asked the artists in New York for the 
nearest approach to an Artist Colony such as we have abroad at 
Barbizon and Econen[s/c], Grez and Giverney [sic]^ they all 
advised me to come to Shinnecock."^^ 

Most of Chase's own Shinnecock paintings were executed 
near his house and studio or in their interiors. Generally, and cer- 
tain divergences notwithstanding, they reveal strong and obvi- 
ous continuities with the content and technique of the earlier 
park scenes and with the images of his Tenth Street studio in 
New York that Chase had produced in the 1880s. In 1889 fellow 
artist and prominent critic Kenyon Cox had described the park 
paintings in words that could apply with only a few changes to 
the Shinnecock scenes: "Crisp, fresh, gay, filled with light and air 
and color and the glitter of water and dancing of boats, or the 
brightness of green grass in sunshine and the blue depths of 
shade upon gravel-walks, brilliant with flowers and the dainty 
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costumes of women and children, they are perfection in their 
way, and could not be improved upon."^^ 

Chase's Shinnecock paintings are perhaps even more thor- 
oughly chromatic and brilliant than those he did in the parks. 
One of Chase's students, Rockwell Kent, observed that Chase 
developed his plein air commitments "in reaction to the messy, 
tobacco-fingered Barbizon school, and the 'greenery yallery 

Grosvenor Gallery' stuff He went to nature, stood before 

nature, and painted it as his eyes beheld it."^'' Despite Chase's 
direct engagement with his subject, his Shinnecock landscapes — 
like his park paintings — recall elements of works by European 
artists to whom the consistently eclectic American painter was 
attracted, especially Giuseppe de Nittis and Gustave Caillebotte.^^ 
Thematically, the Shinnecock scenes are more private than 
Chase's park paintings, concentrating on his wife and children, 
rather than on mostly anonymous figures, in the context of their 
retreat not only from the urban and public life of the city but 
even from the busy and gregarious life of the nearby art school. 
They are prosaic and antitheatrical, reminiscent of the intimate 
vignettes of familiar locales painted by seventeenth-century 
Dutch artists or — among the moderns — of the glimpses of nature 
recorded under Dutch influence by Charles-Francois Daubigny 
and others of his generation.^^ 

At Shinnecock Chase found an ideal spot for painting, one so 
invigorating that he often worked on several canvases simulta- 
neously, indoors and out. As a newspaper account of June 1892 
noted, albeit with hyperbole: "Those who do not care for the 
gaudy masquerade of the populous beaches can find on the 
Island quaint and quiet spots, possessed of surpassing natural 
beauty, and imbued with as restful a charm as the original Sleepy 
Hollow. For the tired dweller in cities, Long Island holds in 
waiting every variety of beauty, scenery to harmonize with every 

mood and every heart throb of the natural man a region that 

is a dreamland of delight ... is Shinnecock."^"^ 

Shinnecock was not only reminiscent of the original Sleepy 
Hollow. Even more than some of the surrounding areas of the 
East End, it was connected with the deepest American roots and 
hence was especially appealing to Chase. The town of South- 
ampton, including the Shinnecock Hills, had been established on 
land purchased from the Shinnecock tribe by Puritans from 
Massachusetts in 1640. Southampton was thus the oldest English 
settlement in New York State and closely matched the Massa- 
chusetts Bay Colony in its architecture and other aspects of its 
appearance.^* 

There were also reminders of earlier Dutch settlers, including 
a picturesque windmill and the beaches themselves, which re- 
called those of Holland, where Chase had worked in the sum- 
mers of 1883 and 1885. In fact, a commentator who wrote about 
Chase in 1901 maintained that Shinnecock "basks like Holland 
under an everchanging sky; it is, indeed, Holland without its 



windmills, its canals, fences and villages, a monotonous lowland, 
broken here and there by sand dunes and dwarfed bushes."^"^ 

Beyond these associations with the colonial and European 
pasts were resonances of precolonial times to which Chase 
responded: these emanated from the Shinnecock Indian reserva- 
tion. By 1892 the Shinnecock tribe was expiring,^^ yet remnants 
of its traditions lived on. Chase was sensitive to these and main- 
tained friendly relations with the members of the tribe, obtained 
permission for his students to paint on the reservation, located 
just to the south of the Art Village, and used some of the 
Shinnecocks as models. 

Chase was conscious that the works that he and his students 
produced at Shinnecock were characteristically American. In a 
talk given at an annual exhibition of paintings by his summer- 
school pupils and pubHshed in 1897 he observed: "Many people 
say that we have no school of art in America; but I do not agree 
with them. The studies of our Shinnecock School which cover 
these walls tonight are representative of American art. There is 
no staining, no tinting, but here is American painting which will 
produce good results. Let me urge you to strive to prove that our 
American art is a vital thing."'^'* 

In addition to its profound resonance with the American past, 
Southampton offered other attractions that set it apart even from 
neighboring East Hampton. Whereas East Hampton was consid- 
ered a particularly nourishing retreat for painters — "East Hamp- 
ton the Restful," Charles de Kay would call it in 1898, remarking 
how quiet and picturesque it was^^ — Southampton emerged in 
the 1880S as dignified yet much more fashionable and lively. Its 
vacationers, some of whom would construct and occupy grand 
houses, began to be even richer, more genteel, and more stylish than 
those of East Hampton, As a local newspaper observed in 1897, 
Southampton was as "a summer resort for New Yorkers . . . not 
far behind Newport."^^ Although Chase and his students ranged 
over the dunes and beaches for their subjects and much more 
often painted family members than summer residents, these 
wealthy neighbors supported Chase's school and bought paint- 
ings from him and his students. The decorous and euphemistic 
quality of American Impressionism seems to have been especially 
well served by the rarefied ambience of Southampton, with the 
result that Chase's Shinnecock paintings are in many ways 
canonical examples of the entire movement. 

The luxurious tone of Southampton — apparent then as now 
— was inevitably attractive to the socially striving Chase. That 
tone may also have provided a stimulating contrast, even a 
necessary foil, to the landscape that surrounded the art school 
itself. A writer in 1878 had described the unprepossessing set- 
ting: "Shinnecock Hills is a synonym of what is utterly barren 
and useless . . . sandy knolls densely grown with a chapparral 
[sic] of scrub oak and pine, alternating with swampy hollows 
where the moss trails far down from the skeletons of dead trees, 
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Fig. 97 William Merritt Chase, The Chase Homestead, 
Shinnecock Hills (The Bayberry Bush), ca. 1895. 
Oil on canvas, 25 'A x 33 '/« in. (64.8 x 84.1 cm). 
The Parrish Art Museum, Southampton, New York, 
Littlejohn Collection 61.5.5 

and the imagination conjures dreadful inhabitants out of the 
dark tussocks."^^ Although the Long Island Railroad was devel- 
oping the area by 1890, Shinnecock still could not have been 
considered naturally beautiful at the time Chase arrived. 

The geographically undistinguished character of the region, 
so like the flat expanses of Holland, may have accommodated 
Chase's distrust of the pretty and the grandiose and may, there- 
fore, have seemed particularly inviting as a place for painting 
and teaching. His early biographer wrote: "He never ceases to 
warn his pupils against the sin of prettiness. 'I often think,' he 
has said, 'that those old Dutch masters were fortunate in having 
had such unlovely subjects.' "^^ And another critic said that 
Chase told his students: "Do not seek for the distinguished 
theme, the grandiose, and then try to paint up to it; but paint the 
commonplace in such a way as to make it distinguished."^^ 

Despite the unimpressive topography, it is difficult to 
imagine the area as other than supremely hospitable, since, in 
most of Chase's Shinnecock landscapes, it looks so lyrical and 
poetic and any figures that are included are so serene. Chase 
records the appearance of the place, but he does this with such 
selectivity that the locale almost always seems to be thoroughly 
delightful and inviting in paintings that represent the epitome of 
languid summer afternoons, family warmth, and simple pleasures. 

For example, the prominence of the large scrubby shrub in 
the foreground of The Chase Homestead, Shinnecock Hills 
(The Bayberry Bush) (fig. 97) veils the fact that it is the only 
significant vegetation in a generally flat, treeless, featureless 
stretch of open dunes. The expansive foreground and high 
horizon line bind all the forms into a web of high tone and color 



that seems to incorporate sunlight itself into the medium. The 
little girls — three of the painter's daughters — are unperturbed 
by the lack of shade and are scattered through the grasses as 
harmoniously as if they were indigenous forms — "like so many 
butterflies," as a contemporary critic characterized the children^ 
in Chase's Shinnecock pictures. Seen from the gable end in the 
distance is Chase's family residence and studio, which gives an 
air of domesticity to the scene and verifies the artist's presence 
and participation as observer. The children have not wandered 
far from reassuring shelter; the nature that they experience is 
well within the purview of home. The house is new, but its 
Anglo-Dutch colonial-revival style is entirely consistent with the 
traditional architecture of the region. In the painting, moreover, 
it is bound comfortably into the horizon, its gables reiterating 
the shapes of the foreground tufts of grass and the sunbonnets of 
the little girls, its red brick chimney echoing the red of ribbons 
and the scattered spots on the foreground sand, its weathered 
gray shingles sharing color and tone with the ground itself. The 
man-made is in perfect accord with nature and nature is entirely 
pleasant. 

A classical harmony prevails in the composition of The Fairy 
Tale (fig. 98), one of Chase's earliest Shinnecock works. The 
setting, "almost in front of Mr. Chase's house," according to a 
visiting writer,^ ^ includes the same large shrub depicted in The 
Chase Homestead, Shinnecock Hills, which again tempers, even 
conceals, the actuality of the barren landscape. We do not see the 
nearby house — the view is now to the opposite direction, toward 
Peconic Bay. Although we do not know for sure that the figures, 
isolated in nature, are within the range of shelter, we cannot 
imagine any threat to them. Even the sea is contained here, 
confined by scrubby foliage and a narrow beach to an inlet 
protected by Robbin's Island in the distance. In the center 
foreground a woman who must be reading and a child sit on the 
expanse of grass and heather. The woman's attire is at the height 
of fashion: a white cotton dress with lace inserts, tightly fitted 
bodice, and slightly puffed narrow sleeves, and a large-brimmed 
pink straw hat that is perched atop a stylishly high coiffure. The 
child's pink pinafore is the typical uniform of a patrician young 
girl. Beside them lies an open lace-trimmed parasol. 

Chase strikes a charming and timeless balance between the 
bright and warm forms of the child and the parasol that bracket 
the graceful reader. The universality of maternal affection and 
childish delight is supported by the fact that we see the face of 
neither model — almost certainly Chase's wife and four-year-old 
second daughter, Koto Robertine. The perfection of the moment 
seized is emphasized by the painting's romantic title.^"* A fairy tale 
is being read, and a vision as perfect as a fairy tale — a glorious, 
sparkling summer day — is also being offered to the viewer. 

The genteel group that gathers to spend Idle Hours (fig. 99) 
— Chase's wife (in the red bonnet), two of his daughters. 
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Fig. 98 William Merritt Chase. The Fairy Tale, 1892. Oil on canvas, 

i6Vz X 24'/i in. {41.9 X 62.2 cm). Collection of Mr. and Mrs. Raymond J. Horowitz 
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Fig. 99 William Merritt Chase. Idle Hours, ca. 1894. Oil on canvas, 

z$Vi X 35 in. (64.8 X 90.2 cm). Amon Carter Museum, Fort Worth 1982.1 
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Fig. lOo William Merritt Chase. At the Seaside, ca. 1892. Oil on canvas, 
20 X 34 in. (50.8 X 86.4 cm). The Metropolitan Museum of Art, New York, 
Bequest of Miss Adelaide Milton de Groot (1876-1967), 1967 67.187.123 
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Fig. loi Winslow Homer. Eagle Head, Manchester, Fig. 102 Bathing suits, from **House Parties," 

Massachusetts (High Tide), 1870. Oil on canvas. Harper's Bazar 28 (June i, 1895), p. 444 

26 X 38 in. (66 X 96.5 cm). The Metropolitan Museum of Art, 
New York, Gift of Mrs. William F. Milton, 1923 23.77.2 



and possibly his sister-in-law — is utterly unperturbed by the 
momentarily clouded sky. There are no premonitions here of a 
storm that might have thrilled a Hudson River School coastline 
painter. The setting appears to be a dune overlooking a curve in 
Shinnecock Bay, w^ithin w^alking distance of Chase's home and 
studio. The pillows on which the visitors sit probably were 
carried out from indoors, suggesting the proximity of the site to 
habitation and yielding a reassuring note of domesticity. With 
the water held within the bend of the shorehne, nature invites 
enjoyment rather than provoking awe. 

By comparison with the figures in The Fairy Tale, those in Idle 
Hours are more distant from the picture plane and more embed- 
ded in their natural surroundings. Yet their briUiance and their 
placement at the center of the grassy stage persuade the viewer 
that this is more a figure painting than a landscape. In contrast to 
a relatively drab, spikily brushed expanse of scrubby vegetation, 
they are rapidly defined in broad strokes of bright white and set 
off with many of Chase's characteristic red notes. The women 
continue to be most fashionably attired; two years later than The 
Fairy Tale, the painting shows even more exaggerated sleeves on 
their summer dresses. The children, wearing hats like their 
elders' and pinafores, are obviously city dwellers on a visit to the 
shore, docile and correct in their behavior. Nature is again a 
delightful setting for human activity, and the suggestion of a 
halcyon life of leisure in a lovely setting emerges. 

In At the Seaside (fig. 100) women and children take their ease 
close to the edge of a beach — probably Shinnecock Bay — without 
any compromise of dignity, comfort, or tranquillity.^'* They are 
freed from the heavy garments and stiff poses that Carr had 



recorded at Coney Island, and, like their counterparts in The 
Fairy Tale and Idle Hours — and even in Bricher's Baby Is King 
(Beach Scene) — they are liberated from adult male company 
with its constraints of decorum. Women significantly outnumbered 
men in Chase's summer school, and they predominated in the 
daily leisure life of Southampton. This was a product of the 
town's distance from New York City, where men were bound to 
their desks for the working week. Whereas Carr's Coney Island 
attracted whole families that took advantage of its accessibility 
to the city, Chase's (and Bricher's) Southampton was a place 
where males usually were present only on weekends. Of course, 
Southampton shared this quality with other country retreats that 
were beyond easy commuting distance from the cities, areas of 
the sort that William Dean Howells observed near Boston in The 
Rise of Silas Lapham in 1885: They had gone about to mountain 
and sea-side resorts . . . where they witnessed the spectacle which 
such resorts present throughout New England, of multitudes of 
girls, lovely, accomplished, exquisitely dressed, humbly glad of 
the presence of any sort of young man."^^ 

Indifferent to the presence of the male observer. Chase, the 
women and children in At the Seaside wear immaculate white 
or pastel seaside gowns and bonnets. They are not dressed for 
bathing, although American women bathed recreationally at the 
beach — even in mixed company — as early as the 1850s, wearing 
all sorts of ordinary clothing. Bathing suits were available to 
American women by the early 1870s and are recorded in such 
paintings as Homer's Eagle Head, Manchester, Massachusetts 
(High Tide) (fig. loi) . By the 1890s, when surf and still- water 
bathing were popular, magazines illustrated costumes that in- 
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eluded bloomers under knee-length tunics or black stockings 
under ankle-length bathing dresses, sailor collars, scarves, and 
laced canvas shoes (see fig. 102). As late as 1890 articles offered 
guidance to men who might wish to take women surf bathing to 
provide them enjoyment but also offer them necessary protection,^^ 
By the end of the 1890s some women had been taught how to 
swim, and, according to an observer of 1897, "some athletic, 
dauntless summer girl dared to look pretty in her bathing suit, 
and her sisters have followed quickly in her footsteps." The 
summer girl wore "short skirts, long enough to satisfy the veriest 
prude, but short enough to allow her to give a good frog-like 
kick without sending her straightaway to the bottom.'*^^ 

But it is not the new summer girl who figures in Chase's 
painting, and the activity shown is contemplative rather than 
athletic. Perhaps the absence of protective men from Chase's de- 
scription of the beach at Shinnecock dictated that the women 
and children approach the water with extreme caution or not at 
all. Staying well away from the bay, the children, though bare- 
foot, play quietly, and the women recline on tasseled cushions 
brought outdoors from parlor sofas, shade themselves with 
bright Japanese umbrellas that could not have been carried too 
far from home, and seem immune to getting sand in the folds 
and ruffles of their dresses, in their very fashionable leg-of- 
mutton sleeves, or in their shoes. And the wedge of foreground 
beach in this unusually long and narrow canvas is slightly larger 
than the wedge of water, subtly dominating the potentially more 
powerful element. The lapping water, made gentle in reality by 
the great reefs that protect Shinnecock Bay from the ocean, is 
further tempered in the painting by the intense yellow and red 
parasols that cut across it on the picture surface from sandy 
shore to distant horizon. The umbrellas and other splashes of 
brilliant warm reds in the garments of near and distant figures 
set up a vivid vibration in contrast to the cooler blues of the 
surroundings. The perfect site on the perfect radiant day is 
capped by a broad expanse of sky that fills the entire upper half 
of the canvas, with its few clouds echoing the bright white forms 
of the children's dresses. 

Perhaps in none of Chase's Shinnecock paintings is one aspect 
of the artist's advice to his pupils more vividly demonstrated 
than in At the Seaside. "Try to paint the sky," he told them, "as 
if we could see through it, not as if it were a flat surface, or so 
hard that you could crack nuts against it."^^ In none of them did 
he so successfully display his assimilation of what he perceived 
to be the fundamentals of French Impressionism. "The school of 
the Impressionists has been an enormous influence upon almost 
every painter of this time," Chase once remarked. "The success- 
ful men like Monet succeede[d] in rendering a brilliant and almost 
dazzling impression of light and air."^° And in none of them is 
what one observer believed was the characteristic quality of 
American light better captured: "Perhaps more than any other, 



Chase was a representative American artist. In whose landscapes 
does one better get the tang and thinness and crispness of our air 
and the whitey brightness of our light?"^^ While it ultimately 
may be indebted to the coastal scenes of Boudin, At the Seaside 
represents the quintessential American remaking of the French 
proto-Impressionist and Impressionist aesthetic. 

In a few Shinnecock landscapes Chase did record overcast 
skies, but nature is never threatening in them. Often constructed 
elements such as breakwaters are included to reinforce the 
notion of people's mastery over nature. Thus Chase's typical 
Shinnecock scenes offer so perfected an account of life at the 
seashore that they seem distillations rather than transcriptions of 
experience, despite their affiliation with Impressionist candor. So 
convinced were viewers of Chase's paintings that summer 
at Shinnecock was as he described it that they began to see 
the actual landscape as he had shown it. The Shinnecock Hills 
themselves were portrayed by writers exposed to Chase's 
work as picture-esque, rather than as "utterly barren and use- 
less." "The advantage of living in such a place is that all an artist 
has to do is to take out his easel and set it up anywhere, and there 
in front of him is a lovely picture," wrote a visitor in 1893.^^ And 
the distinguished critic William Howe Downes, who was skepti- 
cal of Impressionism, maintained, "The scenes . . . pretend to 
nothing more complicated than free and happy descriptive pages 
which give forth an aroma of summer holidays in a most paintable 
region of dunes, breezes, wild flowers and blue seas."^^ The 
"swampy hollows" and "dark tussocks" had not disappeared; 
Chase simply had taught his audience to see them differently. 

In the 1 8 90s, then, the Shinnecock Hills supplanted the New 
York City parks as settings for Chase's interpretations of genteel 
leisure, and the paintings' private mood replaced a public one, as 
the artist began to depict his own family instead of mostly anony- 
mous women. Analogously, Chase's Shinnecock house and studio 
constituted a summer, and more intimate, alternative and parallel 
to the Tenth Street studio in New York, which he had depicted 
throughout the 1880s. The New York studio had embodied the 
pubHc persona of Chase as a self-inventing artistic personality, 
representing a reflection of his sophistication and cosmopolitan- 
ism and a quasi-public working place and exhibition gallery. 
Although he made its atmosphere artistic by installing hangings, 
bric-a-brac, and his own paintings, as he had in his New York 
studio. Chase's Shinnecock studio was still part of his house, just 
a short flight of stairs down from the main hall; it was much 
more private than public, much more likely than the Tenth Street 
studio to be frequented by wife, children, and only the closest 
friends. The Long Island house and studio provided many occa- 
sions for the depiction of leisure life in a quiet domestic context. 

As Nicolai Cikovsky, Jr., has observed, the Shinnecock stu- 
dio paintings are personal and modern in many ways. They 
include homages to Velazquez, "the ruling artistic presence at 
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Fig. 103 William Merritt Chase. In the Studio, 1892. 
Oil on canvas, 19 x 23 in. (73.7 x 58.4 cm). Collection of 
Erving and Joyce Wolf 

Shinnecock"^"^ and the artist considered by Chase (and many 
others of his generation and later ones) to be "of all the old 
masters ... the most modern."^^ A number of canvases, including 
A Friendly Call (fig. 105), refer specifically for both subject and 
arrangement to works by Alfred Stevens, the Belgian artist who 
had counseled Chase to stop making his pictures look like those 
of the old masters and to become instead a painter of modern 
life. Several also suggest that Chase had distilled the most 
up-to-date notions of the relationship between reaUty and depic- 
tion, of what art might be in relation to nature, as well as the 
most recent thinking about human appearance and interiority.^^ 

The Shinnecock studio was a veritable retreat for Chase and 
his family in comparison with the New York studio: the artist's 
children are often present in images of the former but rarely 
appear in portrayals of the latter. In In the Studio (fig. 103) and 
For the Little One (fig. 104), where the setting is the hall of 
the artist's Shinnecock house, Mrs. Chase, shown in moments of 
reflection and introspection, in country garb, is accompanied 
by a portrait of a woman, probably herself; the figure in each 
portrait wears a city dress and hat, looks away and outward, and 
thereby serves as a foil to the hermetic image of the seated 
Mrs. Chase. 




Fig. 104 William Merritt Chase. For the Little One, 
ca. 1895. Oil on canvas, 40 x 35'/4 in. (101.6 x 89.5 cm). 
The Metropolitan Museum of Art, New York, 
Amelia B. Lazarus Fund, by exchange, 1917 13.90 

In For the Little One Chase sets the figure against a geometri- 
cally patterned backdrop that recalls the backdrop that Manet 
provided for his portrait of Emile Zola of 1868 (Musee d'Orsay, 
Paris). In conjunction with the modernist reference in For the 
Little One, Chase included bits of the antique furniture that 
appropriately filled the colonial-revival house. These furnishings, 
which appear in other Shinnecock interior scenes as well, convey 
what Duncan Phillips described as "the hint of once familiar 
moments long forgotten, a sentiment of the quiet dignity of a 
patrician home."^^ Thus, from the macrocosm of Southampton 
— self-consciously the earliest English settlement in New York 
State — to the microcosm of interior details of his house. Chase 
at Shinnecock was associated with, and appears to have enjoyed, 
a reconnection with American roots and an American context 
with which he could conjoin French Impressionism. 

Chase's wife and children seem so entirely at home in his 
summer house and studio that they occasionally appear almost 
interchangeable with the beautiful inanimate objects with 
which the artist surrounded himself. In A Friendly Call, for 
example, the frilly and luxurious fabrics that clothe the figures 
(Mrs. Chase at the right and a visitor) and the rounded shapes of 
their dresses, with puffy sleeves and pointed shoulders and hem 
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Fig. 105 William Merritt Chase. A Friendly Call, 
1895. Oil on canvas, ^oVs x 48^4 in. (76.5 x 
122.6 cm). National Gallery of Art, Washington, 
D.C., Chester Dale Collection 1943.1.2 




Fig. 106 William Merritt Chase. In the Studio 
(Interior: Young Woman at a Table), ca. 1892—93. 
Pastel on paperboard, 22 x 28 in. (55.9 x 71.1 cm). 
Hirshhorn Museum and Sculpture Garden, Smith- 
sonian Institution, Washington, D.C., Gift of Joseph 
H. Hirshhorn, 1966 66.878 



corners, provide a curious analogy to the textiles and shapes of 
the cushions scattered on the sofa and floor. "Seated" in the 
chair to the right is a pillow that suggests a third human presence. 
Despite the charm of the painting's mood, composition, and 
color, it is no wonder that a contemporary critic complained 
about the minor role that the figures seem to play: "They count 
for almost less than the embroidered cushions and the tall 
mirror."^^ Like women depicted in numerous other late nineteenth- 
century paintings, these appear to be collectible objects of 
beauty, graceful, refined, decorative, and elegantly displayed. 
Chase as the collector and the arranger of such lovely objects is 
at times explicitly present in his works. For example. Hall at 
Shinnecock (fig. 36), a large-scale pastel, which shows his wife 
and daughters and pays homage to Velazquez, portrays the artist 
at his easel reflected in a mirror — this one on the door of a huge 
kas^ a Dutch-inspired chest — in the background. 

The predominance of females in Chase's Shinnecock interiors 
echoes the common association of women with artistic pursuits 
in the 1890s — an association verified by the predominance of 
women in Chase's classes — and the character of Shinnecock as a 
feminine venue. In the foreground of the large-scale pastel In the 
Studio (Interior: Young Woman at a Table) (fig. 106) a young 
woman pores over drawings in Chase's studio (with the hall seen 
up the stairs beyond). Chase includes an engraving of the then 
newsworthy Automedon and the Horses of Achilles by Henri 
Regnault on the studio wall, an image whose muscular figures of 
a man and horses emphasize by contrast the feminine pursuit of 
beauty and culture embodied in the young woman. 
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The Realist Reaction 



Why do we love the sea? ...It is because it has some potent 
power to make us think things we like to think. 

ROBERT HENRI ( I 9 2 3 ) 

The gentility of Chase's Impressionist images of Shinnecock is 
magnified when they are compared with treatments of analogous 
subjects by turn-of-the-century Realists. Impressionist leisure 
generally is replaced by Realist recreation. The beach scenes are 
paradigmatic. In At the Seaside^ for example. Chase showed 
graceful mothers and children isolated from male company and, 
therefore, from the working world, as well as isolated from any 
discomforts and dangers of nature. By contrast the urban Real- 
ists followed the masses to the beach to record the crowds, the 
mixing of sexes, and the more willing encounter of men, women, 
and children with sand and surf: after an arduous week of long 
hours in the shops and factories of the city, workingmen and 
workingwomen took weekend excursions to nearby beaches to 
release tension, to be refreshed by contact with nature, to play 
vigorously — sometimes even strenuously — and to pursue social 
relationships with members of the opposite sex. 

The leader of the Realists, Robert Henri, first essayed beach 
imagery in the early 1890s, when he was briefly experimenting 
with the Impressionist aesthetic. Accordingly, such scenes as Girl 
Seated by the Sea (fig. 107), which Henri painted while he was 
teaching at Avalon, on the New Jersey shore, are good examples 



Fig. 107 Robert Henri. Girl Seated by the Sea, 1893. 
Oil on canvas, 18 x 24 in. (45.7 x 61 cm). Collection 
of Mr. and Mrs. Raymond J. Horowitz 



of the continuities between the American Impressionists and the 
Realists— continuities pursued to some degree well into the new 
century by some Realists. These paintings concentrate on the 
leisurely feminine detachment, contemplation, and interiority 
that Chase was recording at Shinnecock at the same time. For 
Henri exposure to and emulation of French and American 
Impressionism provided the foundation for an engagement with 
the inconsequential moments of modern life and for a commit- 
ment to a rapid and direct painting style. 

When Henri rejected Impressionism in favor of a grittier 
Realism after the turn of the century, he portrayed seaside 
recreation from time to time. In these pictures he manifested a 
characteristic concern with energy rather than gentility. Henri's 
At Far Rockaway (fig. 108) records a diverse crowd on this 
popular beach, one of the Rockaways, which were an inexpen- 
sive ride away from Manhattan, Brooklyn, and the inland vil- 
lages of Long Island and a world away from the more refined 
atmosphere of Chase's Shinnecock. Although the Rockaway 
peninsula attracted large numbers of visitors by 1830, even at 
midcentury only a few buildings — mosdy fishermen's shacks 
— stood on its beaches. Following the establishment of steam 
railroad lines and ferry connections, the area underwent a 
remarkable period of building — countless hotels were opened, 
bathhouses were put up on the beaches, and public amusements 
became commonplace. These innovations determined its char- 
acter as a suburban resort, which is still very much in evidence 
in Henri's twentieth-century portrayal. 
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Fig. io8 Robert Henri. At Far Rockaway, 1902. Oil on canvas, 26x32 in. 
(66 X 81.3 cm). Private collection 
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In Henri's depiction of Far Rockaway, the open vista of the 
beach and sky — a key feature in Chase's At the Seaside — is 
punctuated by boardwalks, pavilions, even a telephone pole that 
accentuate the transforming effect of man's presence at the 
water's edge. The suggestion of retreat that endowed Shinnecock 
and Chase's portrayals of the region with their special appeal is 
replaced by reminders of urban and technological developments. 
For the Realist artist and his models, suburban seaside resorts 
such as Far Rockaway offered brief respite from the grimmer 
aspects of the city, restorative interludes away from the vicissi- 
tudes of modern life rather than complete and lengthy escapes. 

Henri's account suggests that Far Rockaway may be a place 
for relaxation and socializing but that it is certainly not condu- 
cive to contemplation. The painter made the day trip there on 
July 13, 1902, at the height of the summer season, and by the 
following day he had determined this composition in a sketch. 
He enumerated its contents in his diary: "blue sky. sun yellow 
pavilion . . . tei[ephone] pole brilliant colors of people on beach, 
walk and in pavilion, blue strip of sea.''^^"^ The festive quality of 
this picture — the brightly colored pavilion, topped by a waving 
American flag, and a crowd of beachgoers gathered in the shade 
of umbrellas — recalls some of Monet's seaside scenes and sug- 
gests Henri's own answer to his rhetorical question "Why do we 
love the sea?, " which was: "It is because it has some potent 
power to make us think things we like to think." 

Certainly, Far Rockaway as portrayed by Henri is far livelier 
than Shinnecock as portrayed by Chase, reflecting the fact that 
the former resort was easily accessible to crowds of excursion- 
ists. However, a contemporaneous literary description of adja- 
cent Rockaway Beach and photographs of it (see fig. 109) 
suggest the measure of Henri's genteel euphemism in choosing 
and depicting this site. Howells wrote in 1902 that he had spent a 
Sunday afternoon in late July at Rockaway Beach four or five 
years earlier, finding that "swarms and heaps of people in all 
lolling and lying and wallowing shapes strew the beach, and the 
water is full of slopping and shouting and shrieking human 
creatures, clinging with bare white arms to the life-lines that run 

from the shore to the buoys It is not picturesque, or poetic, 

or dramatic; it is queer." ^^'^ 

John Sloan's South Beach Bathers (fig. no) is more expressive 
than Henri's painting of the trespasses upon decorum that 
Howells perceived at a public beach, and it offers a more striking 
contrast to the genteel escapism of Chase's Shinnecock scenes. 
This emblematic example of early twentieth-century Realism 
captures the boisterous activity of working-class weekend visi- 
tors to a Staten Island beach. Although the setting is a dazzling 
seaside resort, Sloan has brought with him to the beach the earth 
tones and blacks that identify his city paintings and distinguish 
them from the candy-box images of the American Impressionists 
and those of the early Henri. Similarly, the development of forms 




Fig. 109 Rockaway Beach, New York, 1905. Photo- 
graph: The New- York Historical Society 

depends on coarse brushwork, in contrast to the lightness of 
touch that Chase as well as Henri employed for such scenes in 
the 1890S. These technical distinctions are matched by differ- 
ences in subject choice and treatment that characterize this as a 
mature work of an American Realist rather than an Impression- 
ist. Yet Sloan preserves the American Impressionists' interest in 
recording the pleasures of escape from everyday life in the city. 
Although his portrayal of seaside recreation is not genteel, it is 
no less genial than the images that Chase produced at Shinnecock. 

At the right in Sloan's canvas a seated woman attends to the 
bathing costume of her impatient child. Her middle-class status 
is suggested by her white hat and dress, which preclude her from 
bathing and set her apart from the rowdier types who fill the 
picture. She is a reminder of gentility and a foil to the gathering 
of clumsy, uninhibited young men and women. Their attention — 
and that of others closer to the surf — turns to the standing 
girl — proportioned according to the taste of the time and pret- 
tier than the rest — who tucks her hair into her stylish hat, which 
echoes the hat of the middle-class mother. Sloan suggests the 
gentrification of this young woman, her emergence from the 
mass of seated and reclining figures, whose toes barely graze her 
form. The coarser workers, by contrast, let their hair down 
literally and figuratively. Juxtaposed at casual angles and dressed 
in skimpy bathing suits, they dry off after a dip in the water (the 
seated woman in the right-hand corner dries her hair on a towel 
spread over her shoulders). They touch and lean on one another, 
eat and smoke, and are indifferent to traditional decorum. The 
prominent hot dogs on buns to which the artist calls attention, 
even aside from their possible sexual symbolism, signify at the 
least a plebeian repast in accord with the painting's lively, 
raucous display of working-class recreation. 
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Fig. no John Sloan. South Beach 
Bathers, 1907—8. Oil on canvas, 
z6 X 313/4 in. (66 x 80.6 cm). Walker 
Art Center, Minneapolis, Gift of the 
T. B. Walker Foundation, Gilbert M. 
Walker Fund, 1948 48.27 



William Glackens pursued seashore recreation as a subject far 
more often than Sloan did, beginning with visits to Coney Island 
between 1905 and 1907/°^ Sloan insisted on taking his urban 
palette to the seaside, but Glackens had begun to reject the dark 
tonalities associated with his emulation of Manet by about 1908 
and to adopt the sweeter hues and feathery stroke of Pierre- 
Auguste Renoir. He spent summers working on Cape Cod — where 
he associated with Prendergast — in 1908, along the coast of 
Rhode Island and Nova Scotia in 1909 and 19 10, at Bellport and 
Blue Point, on the shore of the Great South Bay of Long Island, 
from 1911 to 1916, and at Annisquam and Gloucester on Cape 
Ann in 19 19. His seaside images combine Impressionist sweet- 
ness and light, sometimes pushed to a rather insistent, audacious, 
almost Fauve extreme of high color, with the ungraceful cos- 
tumes and gestures of middle-class and working-class people 
at play. 

The Bellport beach scenes are typical, recording crowds of 
bathers and picnickers along the shore of a modest village 
distinguished by the presence of the huge barnlike Vacation 
Home for the New York shopgirls whom Glackens often por- 




Fig. Ill William Glackens. Beach Side., ca. 1913. 
Oil on canvas, 26^4 x 323/8 in. (66.7 x 82.2 cm). 
The Nelson- Atkins Museum of Art, Kansas City, 
Missouri, Bequest of Frances M. Logan 47—109 
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trayed in their dark bathing dresses. As Glackens recorded it in 
many works, such as Beach Side (fig, iii) , this shoreHne was 
punctuated by rickety gazebos, jetties, rafts and water slides, and 
dressing sheds and seems extremely commonplace in compari- 
son with the elegant beaches that Boudin depicted at Deauville 
and Trouville or that Chase recorded at Shinnecock. The liveli- 
ness of his figures' poses and of his paint application is entirely 
consistent with the casual energy and spontaneous activity 
associated with the young people whom Glackens pictures. 

Another stylistic and expressive hybrid was adopted by Edward 
Potthast. While retaining the high-key tonalities and chromatic 
palette of the American Impressionists, Potthast was much more 
willing than they were to portray common, clumsy subjects. His 
work also reflected other characteristics of American Impres- 
sionism and Realism as well as the influence of the popular 
Spanish painter Joaquin Sorolla, who depicted people at leisure 
along the Mediterranean coast. Beginning in 1910 Potthast 
began a large series of beach scenes featuring working-class 
crowds — and especially their children — at Coney Island and 
Rockaway Beach. One of his trademark subjects was a group of 
unsupervised children reveling in the surf. In A Holiday (fig. 112), 
for example, Chase's genteel, elegantly dressed mothers who had 
kept their pristine children and themselves safely away from the 
surf are supplanted by coarser women — probably single girls 
rather than mothers — in dark bathing dresses wading in the 
ocean and even swimming. Seven children, apparently about the 
same age and thus from different families, gather at the water's 
edge and provide a clue to the presence of a crowd onshore. 
Potthast's broad brushwork, bright colors, and loosely struc- 
tured compositions seem altogether appropriate to the raucous 
recreation that provides him with his subjects. 

Prendergast often portrayed seaside recreation from the time 
of his visits to the Channel coast at Dieppe when he was a 
student in Paris in the early 1890s. Returning to Boston in 1894, 
he began to depict Revere Beach in watercolors that concentrate 
on figures strolling on the beach in costumes and configurations 
that make their association with the seashore at first seem inci- 
dental. Except for the presence of water, jetties, and occasional 
sailboats in the backgrounds, the promenaders might as well be 
in Boston's Public Garden. 

The genteel mood of Prendergast's watercolors of Revere 
Beach is consistent with the site's turn-of-the-century reputation 
as a beach resort that was a model because it was controlled by 
public rather than private interests. An observer of 1902 noted 
that Boston was exceptional among American cities because it 
contained seaside resorts within its metropolitan limits. How- 
ever, he indicated that unrestricted private ownership of such 
resorts, including Revere Beach, had created overcrowding "in 
ways that now find their most glaring illustration at Coney 
Island." Such uncontrolled development had been remedied at 




Fig. 112 Edward Potthast. A Holiday, 191 5. Oil 
on canvas, ^oVz x 40V1. in. (77.5 x 102.9 cm). The 
Art Institute of Chicago, Friends of American Art 
Collection 1915.560 




Fig. 113 Maurice Prendergast. Revere Beach, 
ca. 1896-97. Watercolor and pencil on paper, 
13^8 X 20 in. {35.2 X 50.8 cm). Collection of 
Canajoharie Library and Art Gallery, New York 
317198 

Revere Beach by the government's seizure of three miles of the 
shore under the right of eminent domain through a million-dollar 
municipal appropriation for redesign and development. The 
result was a new tone of restrained pleasure that prevailed 
despite the crowds — such as the eight thousand visitors who 
came in one summer day in 1901 to jam the area's shoreline, 
theaters, dance halls, amusement rides, and seventeen hundred 
bathhouse dressing rooms/^^ 

Typical of Prendergast's painted distillations of such scenes is 
Revere Beach (fig. 113), a watercolor in which the multitudes 
who visited that spot are barely suggested. Prendergast shows 
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Fig. 114 Gloucester and Rockport, 
1903, from Cape Ann Direaory, 
1903. Cape Ann Historical 
Association Collection, Gloucester, 
Massachusetts 



Fig. 115 Fitz Hugh Lane. Stage Fort 
Across Gloucester Harbor, 1862. 
Oil on canvas, 38 x 60 in. {96.5 x 
152.4 cm). The Metropolitan Mu- 
seum of Art, New York, Purchase 
Rogers and Fletcher Funds, Erving 
and Joyce Wolf Fund, Raymond J. 
Horowitz Gift, Bequest of Richard 
De Wolfe Brixey, by exchange, and 
John Osgood and Elizabeth Amis 
Cameron Blanchard Memorial Fund, 
1978 1978.203 



only a handful of women and children who gingerly make their 
way over and among the boulders that fill the beach. The 
rounded shapes of the figures' dresses and hats and their undif- 
ferentiated faces mimic the forms and surfaces of the rocks, so 
that they literally seem to be one with nature, Prendergast later 
painted similar views along the beaches at Ogunquit, Maine, and 
Marblehead, Massachusetts, finding there seaside venues for 
leisure and recreation that corresponded to the Boston and New 
York parks that he often portrayed during the same years and 
that invited him to echo the American Impressionists' vision. 

Gloucester: A Durable Magnet for American 
Painters of Modem Life 



East Gloucester was never so full of artists, and is getting 
to be called the Brittany of America, 

HELEN M. KNOWLTON (1890) 

Gloucester bristles with palette knives, flutters with white 
umbrellas, as never before, 
F. w. coBURN (1916) 

The distinctive flavor of Gloucester (fig. 114), on the Cape Ann 
peninsula about forty miles north of Boston, is produced by its 
history and present status as a bustling old fishing town and 



America's oldest commercial seaport. Here there are picturesque 
wooden houses and bungalows, warehouses, and shipyards be- 
speaking age and use, sailing ships associated with both work 
and recreation, handsome granite cliffs offering striking settings 
and prospects, steady ocean breezes, brilliant sunlight reflected 
from the sea and rarely compromised by fog, and the mingled 
scents of sea air, tar, and drying salted fish.^°^ Gloucester's history 
extends back to the first decades of the seventeenth century and 
involves the presence of Samuel de Champlain and Captain John 
Smith in the harbor and the region of the cape. Men from Dor- 
chester, England, and from the Plymouth Colony founded fishing 
outposts in the harbor in the 1620s and pursued abundant cod 
offshore. The center of their activity was named Gloucester and 
incorporated as a town in 1642.^^^ The launching of the first 
schooner from Gloucester in 171 3 presaged a boom in the vil- 
lage's fishing and shipbuilding industries, its wealth, and its 
engagement in worldwide trade. The Civil War and the post- 
bellum growth of population and prosperity in America created 
greater demand for fish and further stimulated Gloucester's 
activity and success as a maritime center. In 1873 the town was 
incorporated as a city, and by 1900 Gloucester was deemed the 
"mistress of the field, the queen of the fishing industries in this 
country." Celebrated by such poets as Henry Wadsworth Long- 
fellow, Oliver Wendell Holmes, and even Rudyard Kipling, Glou- 
cester became the quintessential New England fishing village in 
literature as it was in life. Second only to fishing, the granite 
business fed Gloucester's fortunes. High-grade granite, the dis- 
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tinctive geological substructure of the entire Cape Ann penin- 
sula, added to the scene quarry derricks, faulted rock cliffs, 
abandoned quarries, and special ships for transporting stone 
from Rockport and Gloucester. All these changed the landscape 
and formed peculiar features of the Cape Ann picturesque.^ 

Beginning in the 1840s the North Shore, which stretches along 
the Atlantic Coast from Nahant and Swampscott up to and 
including Cape Ann, became a summer home for wealthy and 
prominent Bostonians who bought old farms and built large 
"cottages" at Beverly Farms, Magnolia, Marblehead, and Man- 
chester.'" When middle-class families grew wealthier and trans- 
portation improved in the decades after the Civil War, such 
North Shore villages became summer suburbs of the city, with 
businessmen going to Boston every morning and returning home 
in the early afternoon. Although the region was remarked for 
being free "from either democratic or plutocratic crowds," its 
large tracts of land and imposing houses — which became more 
formal in appearance and less cottagelike as the century pro- 
gressed — were much more consistent with old family affluence 
than with middle-class lifestyle.""^ 

By contrast, after Gloucester was linked directly to the Boston 
and Maine Railroad in 1847, Cape Ann began to outstrip the 
lower portion of the North Shore in developing its tourist in- 
dustry. Summer visitors soon filled hundreds of modest houses 
and many new hotels. Accompanying tourists in search of re- 
freshment and relaxation in an interesting and lively seaside 
community were an unusual number of artists, who made Glouces- 



ter one of the first and, ultimately, one of the best-known art 
colonies in the United States. 

Gloucester attracted American painters of many generations, 
including some of special talent."^ Among them were a native 
son, Luminist Fitz Hugh Lane, who portrayed the town as early 
as 1836 (see fig. 115) and returned as a permanent resident in 
1847; visitors such as Kensett, Silva, Sanford Robinson Gifford, 
Richards, and Whittredge, who found inspiration for landscapes 
and seascapes there from the 1850s through the i88os; Homer, 
who stopped in Gloucester in 1871, had his first sustained 
contact with the sea and experimented with watercolor there for 
the first time in 1873, ^r^d brought the medium to a new level of 
fresh expression when he visited again in 1880; and Hunt, who 
in 1877 established a studio and school in Magnolia and at- 
tracted pupils to Gloucester and the neighboring area, setting a 
pattern for Frank Duveneck and several other successors.' 

The very active Gloucester art colony and the villages in its 
vicinity drew many turn-of-the-century artists with traditional 
stylistic commitments. Such marine painters as Reginald Cleve- 
land Coxe and academic realists, including Augustus W. Buhler, 
had permanent studios there, were specifically dependent upon 
Gloucester for their subjects, and would be closely identified 
with the town and its art Ufe.'^^ It is usually their pictures that 
offer the most literal records of the daily life of the community of 
shipbuilders and fishermen at work — often in carefully com- 
posed, occasionally dramatic tableaux — the most detailed ac- 
counts of marine architecture and activity, the strongest echoes 
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Fig. ii6 Winslow Homer. ^4 Basket of Clams , 1873. 
Watercolor on paper, iiV^ x in. (29,2 x 24.8 cm). 
Private collection 



of the tradition of Lane. Only they offer even the merest inkling 
of the extreme dangers of seafaring at Gloucester, with its 
treacherous waters, shoals, and ledges, where ten thousand 
fishermen from the town are said to have died at sea over three 
centuries. ^ By contrast the American Impressionists and Realists 
who came to Gloucester were for the most part occasional 
visitors, and they usually adopted a vocabulary of Gloucester 
elements to expand a more selective, more personal language, a 
language that was much more self-consciously artistic than 
transcriptive and one that certainly was antidramatic. 

Dazzling maritime light and picturesque places and people 
made Cape Ann especially attractive to artists interested in 
outdoor work. During his visit to Gloucester in 1873, Homer had 
captured the sparkling summer sunlight in his first successful 
works in watercolor in a series of brilliant — if technically still 
restrained — ^scenes of children at play along the shores of the 
harbor (see fig. 116), By 1890 an artist-observer who remarked 
that **East Gloucester was never so full of artists, and is getting 
to be called the Brittany of America" could note a number of 
painting classes in the vicinity devoted to instruction and prac- 
tice outdoors: Arthur Wesley Dow's landscape class in Ipswich; 



Boston painter Joseph Rodefer DeCamp's class for Philadelphia 
women at Annisquam; etcher-painter Charles Herbert Woodbury's 
class in Swampscott; Rhoda Holmes NichoUs's class for a dozen 
aspiring pleinairists in East Gloucester; Duveneck's class in land- 
scape and even out-of-door work from the model for Boston 
students; and the class of Monet's Giverny disciple Wendel, 
briefly taken over from Duveneck, which offered advice on how 
to capture the effects of light on outdoor color. 

Among the American Impressionists who spent summers in 
Gloucester were — in addition to Wendel — Hassam, Metcalf, 
Weir, and Twachtman (who died and was buried there in the 
summer of 1902) . " ^ All were drawn to Gloucester not only by the 
seaside town's extraordinary light but also by its traces of both 
older industry and more recent tourist and resort activity and by 
its embodiment of American, specifically New England, tradi- 
tions and values in architecture, activities, and spirit. The Real- 
ists and their successors also came to the town. Prendergast, a 
frequent visitor to Gloucester and other North Shore locales 
during the first quarter of the twentieth century, may have 
suggested Cape Ann as an agreeable artistic venue to his New 
York friends Sloan, Glackens, Edward Hopper, and Stuart Davis. 
Although Gloucester is only thirty-seven miles north of Boston, 
its location on the Cape Ann peninsula prevented the rapid 
industrial growth that affected much of New England after the 
Civil War. Retaining a certain rural charm in comparison with 
many other New England sites, Gloucester rivaled more distant 
Provincetown as the principal art colony on the New England 
coast from the mid-nineteenth century through the earlier de- 
cades of the twentieth. And, although changes had occurred that 
made Gloucester's fishing industry less picturesque and techno- 
logical incursions increasingly challenged native traditions, a 
reporter could still proclaim in 1916 that "Gloucester bristles 

with palette knives, flutters with white umbrellas, as never 
before."^^9 

The character of Gloucester's citizens that was so appealing 
to the Impressionists was seen to have been conditioned funda- 
mentally by their profound relationship to the forces of nature. 
Writing in New England Magazine in 1892, an observer noted: 
"Its people are democratic to the core, recognizing no caste or 
class, independent, with the sturdy self-reliance born of close 

companionship with the sea This living in the shadow of 

death breeds a race of strong women and brave and loyal men, 
relying upon their own strength and judgment and bending the 
knee to no ancient idol in politics, in religion, or in every day 
affairs." ^^"^ This author's claim that the traits of Gloucester's 
populace were analogous to those of the archetypal American 
and his impulse to celebrate the history of such a characteristi- 
cally American site on the 250th anniversary of its incorporation 
in a magazine devoted to New England reflect the cultural na- 
tionalism burgeoning in the United States in the 1890s. Echoes 
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of the desire to discover what was reassuring in the American 
past and to laud what was American in its present still were 
sounded clearly by writers after 1900/^* 

Retaining a few dwellings from the late seventeenth century 
and many from the eighteenth, Gloucester invited the visitor, 
vacationer and artist alike, to experience the flavor of New 
England before the American Revolution. Fine federal-period 
and Greek Revival residences and meetinghouses enriched the 
architectural fabric, which was further enhanced and varied by 
later structures that reflected the growing sophistication of 
nineteenth-century American architecture. By the 1880s Eastern 
Point, overlooking South East Harbor, rivaled Bar Harbor, 
Newport, and other fashionable resorts for wealthy vacationers. 
Yet contrasts abounded in the surrounding areas, all providing a 
plethora of paintable subjects. In Gloucester itself, the fleets of 
working fishing vessels and pleasure yachts of all kinds, as well 
as fishermen, net menders, and shipbuilders, were of interest, 
along with places and people involved in allied activities, such as 
rigging and ironworking. Across the harbor in East Gloucester 
fish-drying and -packing plants with vessels tied up alongside 
were prominent features. It was here and in adjacent Rocky 
Neck that most of the artists who worked in the Gloucester area 
actually stayed, in the Rockaway or the Harbor View hotels or 
in rented bungalows. There was also a long shoreline of rocks, 
coves, and beaches, as well as hills and ledges, offering diverse 
views of the harbor. Farther up on Cape Ann, Rockport, with 
only an eighth of the population of Gloucester and a more quaint 
port; Pigeon Cove, an adjacent granite-quarrying center; and 
Annisquam, an attractive village with an inland waterway and 
views of sand dunes and beaches, were among the many sites 
with appeal for artists. 

To vacationers, writers, and artists, Gloucester, like other 
New England villages, embodied ideals that were integral to the 
American character and psyche and that were resistant to the 
changes that industrialization was bringing. But even the visitors 
who were determined to have a glimpse of the earlier, simpler life 
themselves created changes. As Sarah Orne Jewett observed in 
the 1893 preface to her novel Deephaveriy first published in 1877: 
"Small and old-fashioned towns [in New England] . . . were no 

longer almost self-subsistent many a mournful villager felt 

the anxiety that came with these years of change. Tradition and 
time-honored custom were to be swept away together by the 
irresistible current."^"^^ 

Yet Gloucester seemed relatively resistant to the twentieth- 
century forces of change and even to the upheavals that tourism 
would create, perhaps because of the specific and peculiar 
character of the town's long association with seafaring and 
because fisheries and supporting industries continued to flourish 
here. By the turn of the century Gloucester's combination of 
healthy industry and growing resort activity was seen to reflect 



an ideal American vision. "Gloucester," said a writer in 1908, 
"is one of the most delightful playgrounds in existence, and we 
believe that that fact comes pretty near to determining its future. 
Still we think that work is always the best background for play, 
and is itself the most interesting thing in the world, and every 
true lover of Gloucester will hope to see industry and beauty 
develop hand in hand, as they always should."^ Manifesting the 
dual energies of work and recreation and offering reassuring 
echoes of the American past, Gloucester would seem to have 
been a perfect venue for the turn-of-the-century American paint- 
ers of modern life. The two generations of artists would seek out 
and highlight the aspects of the varied scene that suited their own 
expressive approaches — the Impressionists visiting only in the 
summers, when the fishing industry was least active, and subor- 
dinating or glamorizing the workaday world of Gloucester, and 
the Realists preferring to focus on fishing rather than fashion. 

Metcalf 's Gloucester paintings are typical Impressionist es- 
says. Although Metcalf went to Giverny in 1885 and 1887 — he 
was one of the first, if not the very first, of the Americans to go 
there — his commitment to Impressionism was not liberated until 
a summer visit to Gloucester in 1895, A brilliant announcement 
of his interest in Impressionist light, unconventional composi- 
tion, and free paint application occurred at the Society of 
American Artists exhibition in March 1896, when he showed 
five paintings of Gloucester subjects from that summer sojourn. 
These were the first American landscapes he had executed since 
he had left the United States to study in Europe in 1883, and they 
demonstrate the Americanization of Impressionism by reference 
to New England scenery that would mark much of his subse- 
quent work.^^^ 

The best known of Metcalf's Gloucester scenes is Gloucester 
Harbor (fig. 117) , which won the Webb Prize in the 1896 Society 
of American Artists exhibition. The painting celebrates the 
glowing and peaceful panorama seen from East Gloucester: 
Smith's Cove lies just beyond the rooflines in the foreground; the 
tip of Rocky Neck with its bright red power-plant chimney 
appears at the left, A modern fishing schooner under full sail 
scuds along in the inner harbor. Smaller vessels with fewer rigged 
sails form a rough circle around it — along the farther shore, on 
either side of Rocky Neck, and at the end of the nearer jetty. 
Gloucester itself fills the horizon, with the landmark city-hall 
clock tower shown as the town's highest point. Although the 
vantage point is precipitous, the nearly square canvas offers an 
infinitely calm view of smooth sailing on clear waters, rendered 
with appropriately long, smooth strokes of bright blue paint. A 
picturesque wooden jetty and ferry slip direct the eye to the 
graceful sailing ships whose sheets repeat the vibrant forms of 
peaked roofs and clock tower and church steeples on the em- 
bracing land. The ferry itself floats miniaturized on the farther 
shore, its billowing smoke barely visible and certainly subordi- 
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Fig. 117 Willar^ Metcalf. Gloucester Harbor, 1895. Oil on canvas, 26 x 283/4 in. 
(66xy$ cm). Mead Art Museum, Amherst College, Massachusetts, Gift of 
George D. Pratt, Class of 1893 P1932.16 
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nate to the grander forms of the sails. Gloucester's sailing ships, 
seen under full sail as here, or with their bare masts measuring 
the space of water and sky, were often the center of painters' 
attention, along with the town's old wooden houses and fishing 
shacks, all reassuring remnants of a peaceful and simple Ameri- 
can past. 

Homer's Gloucester watercolors, such as A Basket of Clams 
(fig. ii6), tend to concentrate on small, meticulously composed, 
principally figural vignettes; by contrast Metcalf's Gloucester 
Harbor, like his other Gloucester scenes, exploits an Impression- 
ist's broader prospect, capturing the dazzle of wide bands of 
high-key color. Echoes of works by his colleagues among the 
American Impressionists appear in Metcalf's composition and 
facture, which may owe a specific debt to Hassam. Indeed, 
Hassam claimed to have persuaded Metcalf to work in Glouces- 
ter in 1895, when he himself was there, and to adopt Impression- 
ism that summer. 

One of the most peripatetic of the American Impressionists, 
Hassam had painted in Gloucester from time to time in the early 
1890S, stopping there on his way to the Isles of Shoals; he was in 
Gloucester again during the summers of 1894 ^^95 
visited once more in 1899. His Gloucester works — oils, water- 
colors, and a series of lithographs executed in 1918 — are varied 
in subject, including both fragments and panoramas of the town 
and harbor and figure studies of Gloucester types. Among his 
oils Gloucester Harbor (fig. 118) is one of the most ambitious. 
Hassam recalls the format of Metcalf's image but shifts his 
vantage point to the west so that Rocky Neck fills the entire 
middle ground as we look from East Gloucester over Smith's 
Cove and the inner harbor toward the main town.^^^ The result is 
an emblematic view, a three-layered panorama: Gloucester proper 
in the distance with its distinctive city-hall clock tower dominat- 
ing the skyline and the spire of the First Baptist Church to its 
right; the Rocky Neck peninsula with the red chimney of the 
Marine Railways power plant in the middle distance; and, in the 
foreground, the houses along East Main Street. Smith's Cove is 
punctuated by bright moored pleasure craft that mark off the 
progression from the foreground to the distance. The boats' 
masts, the power-plant chimney, and the city-hall clock tower are 
like musical notes on the three staffs of land and suggest a perfect 
harmony of natural and man-made elements. The image speaks 
of activity and prosperity, but Hassam makes no pictorial men- 
tion of any disruptive elements. He features sailing pleasure craft 
rather than working schooners or steamboats and edits out the 
power and trolley lines that are recorded along East Main Street 
in contemporary photographs. 

An even more evanescent vision emerges in Twachtman's 
Gloucester Harbor (fig. 119), which was probably painted during 
1900, the year of the first of the artist's three documented sum- 
mers in Gloucester. ' His early biographer, Eliot Clark, explained 



the basis for Twachtman's attraction to this town, where so 
many of his friends had already spent summers painting: "Har- 
bours and shipping seem always to have held a vague fascination 
for the painter who enjoyed the pictorial suggestiveness of 
wharves, water, and their infinite possibilities for artistic arrange- 
ment." These features notwithstanding, Twachtman's interest 
in Gloucester's specific motifs appears to have been fickle, and 
the majority of the canvases he painted there seem unfinished. 
Those that are most resolved combine the dash and bravura of 
his student paintings executed in Munich in the mid-18 70s — 
some of which are of marine subjects — with the high-key palette 
of his more recent Connecticut landscapes. Gloucester Harbor, 
condensing essential elements of the town — water, sails, houses, 
docks, and the city-hall clock tower — is one of the most satisfy- 
ing and complete images from the final episode of the artist's 
career. 

From a vantage point near the one that Metcalf had used, 
Twachtman constructed a scene of the type that Clark described 
as the artist's most successful Gloucester compositions: "the 
motives looking down on the harbor from the hills of East 
Gloucester, where the fish houses and wharves jutting into the 
water and the distant city form an effective background for the 
rocky pastures and patterned trees of the nearer plane." '^"^ 

Here Twachtman subsumes details of the working life of 
Gloucester — derricks along the edge of the water, a ferry ap- 
proaching the long slip — into a subtle, pastel-colored, high-key 
atmosphere. Strong Japanese-inspired diagonals accord with a 
delicate Whistlerian calligraphy. Man-made elements such as 
the long pier that bisects the space and surface seem as lacy and 
fragile as the slender tree trunks on the foreground plane and 
other natural forms. Only the most evanescent creatures could 
populate this space; rugged fishermen or shipbuilders — or even 
boys at play, if they were depicted with Homer's literalism — 
would seem bizarre inhabitants in this Gloucester. 

These images by Metcalf, Hassam, and Twachtman provide a 
striking foil to the vision that Sloan brought to his depiction of 
Gloucester Harbor (fig. 120). Sloan spent the five summers from 
1914 to 1918 at Gloucester, renewing a commitment to landscape 
that he had expressed in paintings of the Pennsylvania and New 
Jersey countryside in 1906 and 1908. His stated intention in 
coming to Gloucester was formal experiment. He wished to 
pursue challenges suggested in Hardesty Maratta's system of 
architectonic structure and abstract color relationships, which 
had begun to preoccupy him in 1909. He was also eager to 
respond to modernist works he had seen in the Armory Show of 
1913, an exposure that intensified his concern with the formal 
elements of painting. In the paintings of Cezanne, van Gogh, and 
Braque, for example, he said that he saw "that landscape could 
be a magnificent source of exciting subject matter," while offer- 
ing him the chance to investigate color, texture, and composition. ^ ^ ^ 
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Fig. ii8 Childe Hassam. Gloucester 
HarboTy 1899. Oil on canvas, 25 x 
z6 in. (63.5 X 66 cm). Norton Gal- 
lery of Art, West Palm Beach 53.77 




Fig. 119 John H. Twachtman. 
Gloucester Harbor, ca. 1900. Oil on 
canvas, 25 x 25 in. (63.5 x 63.5 cm). 
Canajoharie Library and Art Gal- 
lery, New York 317235 
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Despite his focus on formalism at Gloucester, Sloan was not 
immune to the resonance of the place. The town, he said, was 
"one of the odd corners of America, built against a Puritan 
landscape, blue-eyed and rocky." The chance to carry out his 
experiments in the invigorating out-of-doors, the redolent artistic 
heritage of Gloucester itself, the presence of his family and of 
artist friends such as Charles Winter and the young Stuart Davis, 
were all tonic to Sloan. Sloan would produce about three hundred 
landscapes, seascapes, genre scenes, and portraits at Gloucester. 
Many of these were realized with a Umited palette based on a 
particular predetermined color sequence, apparently in response 
to an overriding desire to pose and resolve formal problems and 
often in specific emulation of Post Impressionist or proto-Cubist 
compositions. Yet, despite that strong new agenda, Sloan made 
his expressive choices within the framework of the Realist 
aesthetic; while temporarily abandoning urban subjects in favor 
of themes drawn from a place where the American Impressionists 
had flourished, he would continue to view the world without the 
rose-colored glasses that those same American Impressionists 
had worn and would filter aspects of the Gloucester scene 
through his customary urban Realist vision, 

Sloan's radical perspective and general compositional arrange- 
ment in Gloucester Harbor recall the choices of Metcalf , Hassam, 
and Twachtman; however, Sloan's view is from Gloucester itself, 
rather than from East Gloucester, where he had rented a cottage 
for his family and where he usually painted. The windswept 
waterfront scene is industrial, punctuated by cranes and wharves, 
rather than poetic. The identity of several of the land masses is 
elusive, as Sloan was often wiUing to shift, enlarge, and readjust 
forms in order to strengthen a composition in this period of for- 
mal experiment. This practice is confirmed by comparing many 
of his painted images with period photographs. Indeed, Sloan 
advised: "Don't walk miles looking for a subject. Look down the 
road and use your imagination." For some paintings imagina- 
tion could play as great a role as looking, and although he 
painted on the spot in Gloucester — in contrast to New York, 
where he often painted from memory — the spot is sometimes 
difficult to identify. 

Sloan's distant view appears to open up to the broad Glouces- 
ter Harbor, not to the inner harbor, which the Impressionists 
had chosen. The prospect is not limited by the strong horizontal 
bar of Gloucester itself that closes and calms the Impressionists' 
views. The Impressionists' bright skies give way to a heavy 
canopy of turbulent clouds in Sloan's painting. Although a few 
sloops sail along in brisk winds, others are banished to their 
moorings, and the dark silhouetted crane that interrupts the 
horizon is a jarring note. Foreground foliage, which softens the 
picturesque man-made forms, and the glowing chromatic roof- 
tops in the Impressionist canvases become a clutter of strong, 
architectonic, slightly ominous shapes rendered in heavy pig- 



ment that are reminiscent of Cezanne and proto-Cubist painting. 
The emanation of summer sunlight that pervades the Impres- 
sionist scenes yields to the more powerful glow of late afternoon, 
in which the low sun casts strong shadows, increases the fractur- 
ing of surface planes, and invests the color shapes with a brilliance 
that approaches Fauvist intensity. What is calm, broad, and bril- 
liant in the Impressionist works is replaced by twisting clusters of 
rooftops and the swirls of turbulent sea and clouds; what is 
inviting is converted to the prosaic and unbeautiful. Sloan's view 
stands apart not only from the essays of the Impressionists but 
also from those of their more traditional contemporaries: the 
antidramatic workaday subject distinguishes his bit of Gloucester 
townscape from the encounters with picturesque Gloucester that 
more academic artists of his time preferred. There is little that is 
picturesque about this gritty view of the town. 

By the turn of the century the dependence of Gloucester 
fishermen on sailing vessels had begun to diminish. In the spring 
of 1900, in fact, the first power-assisted fishing vessel was put 
into use at Gloucester, and it became immensely profitable. By 
the time Sloan summered there, sails were as likely to signify 
leisure or the fishing industry's romantic past as industry. Al- 
though schooners continued to be used, more efficient ships, 
ultimately powered by gasoline rather than coal-generated steam, 
would revolutionize long-distance fishing by the 1920s. At the 
same time these advances were taking place in the fishing industry, 
technology was altering the appearance and activity of the town. 
Even as early as 1901 a writer would observe of Gloucester: 
"Anything less like a fishing hamlet than the Gloucester of to-day 
could not be conceived. A city of paved streets, electric cars, free 
postal collection and delivery, electric lights, and the telephone, 
and that last mark of commercial greatness, a foreign population 
and consequent social problems — that is the Gloucester of 
to-day." ^^"^ These changes became more and more noticeable as 
the century unfolded. 

Sloan's Gloucester Trolley (fig. izi) is an animated portrayal 
of a street scene with a crowd of figures, signifying the new 
twentieth-century Gloucester. It is an unusual example of the 
artist's urban vision brought to Gloucester, where he much more 
often pursued landscape subjects. The setting is East Main Street 
in East Gloucester at the corner of Rocky Neck Avenue. Sloan's 
own rented cottage appears at the left. In the foreground his 
wife, Dolly, waves over her shoulder as she rushes to join the 
crowd boarding the trolley. The trolley itself is anthropomor- 
phized in the manner of Charles Burchfield and is embraced by 
the yawning brackets of the tracks below and the telegraph lines 
above. These forms open at center stage Uke a giant gaping 
clamshell, pushing forward toward the viewer and outward 
against the old cottages that line the street, suggesting almost 
diagrammatically the effect of advancing technology. Although 
the unqualified sweetness and light of an Impressionist image is 
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absent, Sloan's Toonerville Trolley of Gloucester offers a com- 
forting, cheerful, even humorous commentary on the intrusions 
of the modern upon the traditional. 

Increasingly the realities of the twentieth century infringed 
upon the picturesque traditions that Gloucester had embodied; 
the potential for romantic or even euphemistic impressions of the 
town — in either print or paint — diminished. The commentator 
of 1901 who remarked upon the new, up-to-date, polyglot 
Gloucester also observed in her article: 'The story- writer whose 
theme is the fisherman and his environment must not select a 
coast encircled by an electric car, lighted by electricity, having 
churches of every denomination and isms of the newest,"^ But 
remnants of the old traditions were still present in Gloucester, and 
they provided reassurance and inspiration to those who preferred 
to ignore unpleasant or unpicturesque facts of modern Hfe. 

Having celebrated the recreational features of Gloucester's 
harbor during the 1890s, Hassam turned his back on the water- 
front in the second decade of the new century and found another 
subject of interest in the town's Universalist Meeting House. 
Painted a year after Sloan's Gloucester Trolley, Hassam's Church 
at Gloucester (fig. 122) excludes both the recreational and the 
industrial components that characterized the town.^^^ It focuses 
hermetically on the facade of the church itself, locking out 
people, activity, any expanse of sky, all peripheral elements 
except an avenue of elms enframing the structure. The painting 



thus presents a graphic and timeless icon — both architectural 
and horticultural — that embodies Gloucester's third identifying 
feature, its strong resonances of the American past.^^^ Here, just 
as in his views of Appledore Island, detached from the new 
realities of urban life, Hassam paints a comforting image associ- 
ated with the bedrock of New England. 

From 1900 to 1918 Hassam had spent summers in many New 
England resorts, including Provincetown, Newport, Old Lyme, 
Cos Cob, and Gloucester. Among his finest works are images of 
the churches that were landmarks of these colonial towns: The 
Church at Provincetown of 1900 (Canajoharie Library and Art 
Gallery, Canajoharie, New York) and the elm-bedecked Church 
at Old Lyme, Connecticut of 1905 (Albright-Knox Art Gallery, 
Buffalo, New York), for example. These paintings could be 
construed simply as American counterparts of Monet's Rouen 
Cathedral facades, as if Hassam were merely searching for an 
analogous motif — a church to substitute for a church. But it is 
much likelier that the artist had a more nationalistic, even 
patriotic agenda for these paintings, an agenda that the Univer- 
salist Meeting House at Gloucester served particularly well. 

Hassam painted The Church at Gloucester during the sum- 
mer of 1918. Among the last of his church pictures, it follows 
immediately upon his flag series and, like that sequence, coin- 
cides with tensions associated with World War I, which the 
United States had entered in April 1917. During the summer of 
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Fig. 122 Childe Hassam. The Church at Gloucester , 191 8. Oil on canvas, 
30 X 25 in. (76.2 X 63.5 cm). The Metropolitan Museum of Art, New York, 
Arthur Hoppock Hearn Fund, 1925 25.206 
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Fig. 123 Independent Christian Church, Gloucester, 
Massachusetts, 1905. Photograph: Cape Ann 
Historical Association Collection, Gloucester, 
Massachusetts 

1918 the Gloucester Daily Times reported with rage that Ger- 
man U-boats were sinking fishing schooners off the coast of the 
United States. The war was much on the minds of Gloucester 
residents and artists. People gathered in the principal East 
Gloucester gallery, the Gallery-on-the-Moors on Ledge Road, to 
prepare surgical dressings, and exhibition proceeds were sent to 
aid wounded French artists. As in the preceding summer, many 
special events dedicated to war relief were held in the artistic 
community. ^ ^ ^ The armistice would not be signed until November 
II, 1918. Like the flag paintings. The Church at Gloucester — as 
well as the related lithographs that Hassam showed at the 
Gallery-on-the-Moors in August 1918 — probably reflects the 
mood of American resolve and pride that the war provoked and 
also Hassam's own pride in his American heritage. 

The Universalist Meeting House that Hassam depicted housed 
America's first Universalist congregation. This congregation was 
established at Gloucester — "the Mecca or Epworth of Universal- 
ism" and an important seat of liberal religion — in 1779 and was 
associated with early struggles for religious rights in the federal 
period and with the granting of religious freedom to all denomi- 



nations. The church in Hassam's painting was dedicated in 
1806 and replaced a simpler meetinghouse. The federal-style 
building, constructed in clapboard over a brick basement, was 
designed by Col. Jacob Smith, an early nineteenth-century Cape 
Ann builder of some repute, who was responsible for other im- 
portant structures on the cape. Hailed as one of Cape Ann's 
finest churches, it was also celebrated for its bell, cast at the Paul 
Revere foundry. 

Characteristically, Hassam chose a church that was associated 
with the foundations of New England, a symbol of the Anglo- 
Saxon New England tradition and of his own heritage, a church 
of the sort he had admired since his boyhood in Dorchester, 
Massachusetts. ^"^^ In this way he defied the new immigrant popu- 
lations of the town or at least ignored their churches: the large 
and handsome stone church, rectory, library, and school and 
several smaller churches of the Irish and the Church of Our Lady 
of Good Voyage built with a thirty-two-bell carillon by the 
Portuguese in their own section of Gloucester at the turn of the 
century. In calling attention to a federal-period landmark, Has- 
sam was also echoing the activity of turn-of-the-century archi- 
tects and designers who worked in the colonial-revival style or 
other idioms that evoked early modes that were considered purely 
American in order to provide archetypal images of this country 
to immigrant populations and thereby to Americanize them.^"^* 

Hassam's compositional choices and his editing of reality 
support the hypothesis that he was pursuing a thoroughly 
purified traditional American image. In the painting — and in a 
1918 Hthograph of the same building — Hassam is careful to 
enframe the facade with branches of the avenue of elms that 
Hned the gravel path to the church. These symmetrical elements 
bracket and aggrandize the facade and require from the viewer a 
formal, frontal encounter with it unlike the oblique encounters 
that Monet dictated in his paintings of Rouen Cathedral. This 
insistent frontality is particularly apparent in the painting, in 
which the artist not only closely frames the sides of the building 
with branches but also crops the upper levels of the spire, allowing 
the viewer neither lateral nor vertical exit from study of the fa- 
cade's main components. Moreover, in both the painting and the 
lithograph, Hassam alters the only jarring aspect of the church — 
its disproportionately tall spire (fig. 123) — by reducing the blind 
story that Smith inserted between the gable and the belfry. The 
defects of Smith's design would certainly have been visible from 
Hassam's vantage point, but he perfected that design to create a 
structure that is a paradigm of traditional American values and 
of the American scene. Coinciding in date with rising cultural 
nationalism — with a self-conscious pursuit and celebration of 
the best of the American past — Hassam's painting, like the 
church itself, functions as an icon of enduring American values 
and the American scene. 
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Painters of Modern Life in the Age of Great Cities 



THE CITY 



The Urban Scene 



Detail, fig. 139 



The idea was to take away the partition separating the 
studio from everyday life. 

EDMOND DURANTY (1876) 

/ believe the man who will go down to posterity is the man 
who paints his own time and the scenes ofevery-day life 
around him. 

CHILDE HASSAM (1892) 

You can learn more in painting one street scene than in six 
months* work in an atelier. 

GEORGE BELLOWS (1917) 

When the twenty-three-year-old American expatriate John Singer 
Sargent painted In the Luxembourg Gardens (fig. 125) in Paris in 
1879, he declared his participation in the new Impressionist move- 
ment in French painting. For his rapid stroke, brilliant palette, 
and interest in casual urban incident he took for his model Claude 
Monet, with whom he had begun a lifelong friendship in 1876, 
and Monet's associates Edouard Manet, Edgar Degas, Pierre- 
Auguste Renoir, and Gustave Caillebotte. 

The French Impressionists, and such Americans as Sargent 
who were nourished by their example, were committed to the 
depiction of modern Hfe. No subjects more vividly announced 
this commitment than those originating in the modern city. The 
creation of great cities was, after all, one of the epochal devel- 
opments of the nineteenth century, defining the modern era. A 
commentator of 1887 summarized the phenomenon: "We live in 
the age of great cities. It began to be so named nearly half a 
century ago, and every year since then has added fitness to the 
title. For size, for number, and for influence, the cities of our 
time have never been approached."^ Painters of modern life 
responded to the extraordinary changes that accompanied the 
rise of cities with portrayals of urban vignettes. By contrast with 
earlier images of cities, which are for the most part comprehen- 
sive panoramas that resemble vertical maps, their paintings 
capture not only the architecture of cities but also their urban 
energy and enlist modern styles to express modern dynamism. 

To many in the new era raw nature was of little interest. Such 
writers as Edmond and Jules de Goncourt, for example, could 
observe in their journal in 1856, with respect to the city and the 
demise of landscape painting: "Everything is man-made here, 
except for a sorry tree growing out of a crack in the pavement — 
and these ugly walls speak to me as nature never does. The 
modern generations are too civilized, too advanced, too spoiled, 
too learned, and too drawn to the artificial to be happy with a 
little green and blue.'"" To ignore untouched nature and to por- 
tray instead the urban scene was to become the quintessential 
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diTtist- flaneur^ the impartial Baudelairean observer of contempo- 
rary life. The interpreter of the urban scene would inevitably 
fulfill the prescription for the new painting dictated by Edmond 
Duranty in his important review of the second Impressionist 
exhibition in 1876: "It was necessary to make the painter leave 
his skylighted cell, his cloister . . . and to bring him out among 
men, into the world. The idea was to take away the partition 
separating the studio from everyday life. We need the particular 
note of the modern individual, in his clothing, in the midst of his 
social habits, at home or in the street."^ 

Paris especially, as transformed by Napoleon III under the 
direction of Baron Georges-Eugene Haussmann,"* was inextrica- 
bly tied to the growth of modern styles in painting: its streets, 
expositions, cafes, restaurants, and theaters are the subjects of 
the Impressionists' paintings, as Robert L. Herbert has argued.^ 
Also among the paradigms of the new look and spirit of Paris to 
which the Impressionists attended were its parks, which, like 
parks elsewhere, represented a modern concept, for they were a 
response to unprecedented urban overcrowding and differed in 
principle from traditional lavish private, often monarchical, 
gardens.^ As Herbert has noted, the revolution of 1848 brought 
about an exponential increase in the area allocated to parks in 
Paris, from 47 acres in 1848 to 4,500 acres in 1870. This increase 
resulted both from the transfer of such private parks as the 
Luxembourg Gardens to public ownership and the creation and 
redesign of parks, squares, and gardens. In choosing the Luxem- 
bourg Gardens as a subject, Sargent must have known of the 
Impressionists' many views and vignettes of Parisian parks ;^ he 
must also, more specifically, have been aware of prevailing 
interest in the gardens, whose administration was turned over to 
the Senate of France by a law passed in 1879,^ very year he 
produced the painting. 

Sargent appears to have created In the Luxembourg Gardens 
as a Parisian pendant to his first major genre painting. The 
Oyster Gatherers ofCancale (fig. 124) — an investigation of pic- 
turesque peasant imagery showing a group of graceful women 
and children proceeding along a beach in Brittany. In contrast to 
the sparkling high noon that he captured at Cancale, Sargent 
records twilight in the park scene with an extraordinary opales- 
cent grayed-lavender palette, reminiscent of the color schemes in 
James McNeill Whistler's nocturnes and harmonies. The season, 
as at Cancale, is summer, as evidenced by the attire of the 
strollers and by the afterglow in the sky — typical of the long 
evenings of that time of year in the northern latitudes. The 
moon's reflection glints off the surface of the water in the basin 
to the right, setting up a dazzling monochromatic foil to the 
mass of colorful flowers and figures in the left background. The 
mood is so evanescent, the touches of brilHant color so intense 
against the even, diffused light of the background, that forms 
almost seem to float. 




Fig. 124 John Singer Sargent. The Oyster Gatherers 
of Cancale^ 1878. Oil on canvas, 31V8 x 48^4 in. 
(79.1 X 123.2 cm). The Corcoran Gallery of Art, 
Washington, D.C., Museum Purchase, Gallery Fund 17.2 

In The Oyster Gatherers ofCancale Sargent had joined his 
painterly, antiacademic style to a conventional frieze of figures 
set at center stage. Departing further from Beaux- Arts rules in 
the parkscape, he chooses an asymmetrical arrangement. A 
broad stretch of gravel walk in the Luxembourg Gardens fills the 
lower quarter of the canvas, providing a sweeping introduction 
to a young man and woman who stroll toward the left, her arm 
linked through his. Rather than unfamiliar peasants, these are 
the kind of urbanites well known to painters and their audience, 
an apparently middle-class couple whose presence alerts us to 
the fact that the gardens had been "the favorite promenade of the 
entire faubourg Saint-Germain" since they were opened to the 
public.^ Walking slowly, the young man is the consummate flaneur. 
Attired in a dark suit, he holds a stylish straw boater, which 
suggests that he is at the end of an afternoon's excursion. His 
sophisticated mien is confirmed by his cigarette, a commodity 
increasingly fashionable from the mid-18 50s onward and avail- 
able in manufactured form beginning in the mid-i86os; that he 
would smoke in mixed company, and in public, reflects the 
couple's youth and daring. The glow of the cigarette also estab- 
lishes this stroller's importance for the narrative of the painting, 
providing a vivid accent to the subdued atmosphere and partici- 
pating in the counterpoint of red touches in the background and 
in his companion's red and pale violet fan. The fan, a ubiquitous 
ladies' accessory of the period, accents a costume that, like the 
man's, is completely up-to-date: a walking dress of narrow 
silhouette with a short, low train that the wearer gathers over her 
left arm, a high neck, and an unusual belt, and completed by a 
veiled straw hat appropriate for a summer outing. The gentle- 
man is more responsive to the scene than to his companion; she 
reciprocates his inattentiveness and seems to meditate more on 
her surroundings than on him. 
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Fig. 125 John Singer Sargent. In the Luxembourg Gardens^ 1879. Oil on canvas, 
25^4 X 36 in. {64.8 X 91.4 cm). Philadelphia Museum of Art, The John G. 
Johnson Collection J.C. 1080 
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In the parks of Paris, and in this painting by Sargent of one of 
them, the constructed prevails in the late nineteenth-century 
dialogue between nature and the constructed, and contact with 
the out-of-doors is mediated by the parkmakers. At Cancale, as 
Sargent shows, peasants experience nature directly: barefoot 
children and women in shabby clothes are embraced by nature; 
their figures coincide with the sandy beach; the sea washes over 
their feet and into their sabots; the breeze rustles their hair and 
headkerchiefs. By contrast, in the Luxembourg Gardens and in 
Sargent's portrayal of it, nature is controlled, dominated by 
stone and concrete; more sophisticated people experience it from 
artificial vantage points invented by the parkmakers. 

The Luxembourg Gardens offered the most extensive green 
open space on the Left Bank of Paris, but Sargent's emphasis is 
on its architectural rather than its natural aspects. This emphasis 
reflects the radical redesign of the gardens carried out in 1866,^° 
as well as the recognition that the venue was dominated by the 
constructed rather than by the natural, as it had been before its 
reconfiguration, and that it was now more conspicuously French 
than ever (see fig. 126). A British guidebook writer of 1869 noted 
that the site had been transformed from "an irregular sort of 
English garden" to a more geometric and orderly arrangement in 
the tradition of the seventeenth-century French artificial garden 
best exemplified at Versailles. He also remarked that even among 
geometric French gardens, the new Luxembourg was unusual for 
the degree of elaboration of its architeaure and art.^^ 

Although the glimpse Sargent provides of the Luxembourg 
Gardens is suggestive rather than topographical, he captures 
some of its most distinctive attributes. We stand with the artist 
on a sweeping parterre, looking toward the rising moon in the 
east.^^ A corner of the large octagonal basin located near the 
crossing of the park's major axes appears at the right. Well- 
behaved children gather to sail miniature boats on its surface, and 
a few figures are seated decorously along its rim. Near them is a 
man who stands, unengaged with his surroundings, reading a 
newspaper. An urn filled with red flowers and set on a huge 
pedestal towers at the left of the composition; it is echoed at the 
right by an anonymous sixteenth-century statue of David that 
rests on a tall column in the midst of a hemicycle of lawn. At the 
edge of the parterre, beyond the basin and the urn, trees growing 
in wooden boxes alternate with statues of queens of France and 
other illustrious women. Sloping lawns rise beyond the par- 
terres and terminate at a stone balustrade punctuated at brief 
intervals by urns and statues. 

Sargent also indicates one of the most important elements of 
the Luxembourg's double-terrace design, the upper promenade 
behind the balustrade, which is reached by the stairway that 
appears to the right, just behind the hemicycle of lawn. The most 
extensive and the most natural areas of the gardens lie beyond 
the upper terrace. Thus Sargent concentrates on the complex 




Fig. 126 Les Parterres, from Gustave Hirschfeld, 
Le Palais du Luxembourg: Le Petit-Luxembourg- 
Le Jardin (Paris, 19 31), p. 131 



sequence of architectural and sculptural forms and ignores the 
woods and the grassy rose-covered banks beyond the upper 
terrace that recall the Luxembourg before its renovation, when it 
still resembled an English garden. As in the modern city itself, 
the dialogue between nature and the artificial in Sargent's paint- 
ing is dominated by the artificial. 



Where Nature Leaves Off and Art Begins: William 
Merritt Chase in New York's New Parks 



[Chase] is, as it were, a wonderful human camera — a 
seeing machine, 

KENYON cox (1889) 

There are charming bits in Central Park and Prospect Park, 

Brooklyn When I have found the spot I like, I set up my 

easel, and paint the picture on the spot. 

WILLIAM MERRITT CHASE (1891) 

The shift to a predominantly urban culture that occurred in the 
nineteenth century was most remarkable in the United States. An 
analyst of the American census of 1900 noted, "Perhaps if we 
broadly say that in the nineteenth century the people of the 
United States have multiplied fifteen times, and that in the same 
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period the population of their incorporated cities and towns has 
muhiplied one hundred and fifty times, we may make at least a 
start toward grasping the greatness of the thing." 

Like the expatriate Sargent, Childe Hassam and Robert Henri 
were motivated by French Impressionist mentors to depict Paris 
during their formative years as painters. Later Hassam and 
Henri made American urban scenes a specialty, as did several of 
their fellow countrymen who came to know and to practice 
Impressionism only after they returned home from foreign study. 
Inevitably American painters pursuing urban imagery found 
ample inspiration in the burgeoning cities of their own country. 
Boston, Philadelphia, and especially New York were in some 
ways even more vividly modern than Paris was, offering no rem- 
nants of Medieval, Renaissance, or Baroque architecture, for 
example, and experiencing more extraordinary growth in infra- 
structure and population than any European city. The American 
cities thus afforded to artists opportunities for proud domestica- 
tions of the foreign modes, for celebrations of distinctively 
American scenes. 

About the urban scenes of the French Impressionists Herbert 
has cautioned: "The nature of their art which, superficially 
viewed, seems a whole-hearted adoption of the new city, is ex- 
traordinarily complex. In it we shall find not just happy strollers 
and charming waitresses: we shall find also pensive women alone 
in cafes or theater loges; couples seated in cafes or offices, bear- 
ing troubled expressions; men at windows, looking out on a few 

isolated pedestrians in the unfriendly expanse of pavement and 
sidewalk."^5 

The American version of French modernist urban painting is 
also complex, but in general it is informed by a rather different 
temperament than the French model. Although the Americans 
who painted urban scenes emulated the subject choices of such 
artists as Manet and Degas, they almost always altered their 
content in the direction of genteel escapism, bringing to it a 
pastoral, even an arcadian vision. In balancing the natural and 
the artificial in a park scene, for example, the Americans tended 
to give more weight to the natural, just as the American park 
designers recalled the countryside in the city rather than creating 
the sort of architectural elegance and complicated geometric 
organization seen in the Luxembourg Gardens and other Euro- 
pean sites of the kind. Moreover, the Americans avoided the 
suggestions of dissonance and confrontation that give many 
French Impressionist city scapes their tension and edge; instead 
they viewed urban places and people through the same filter of 
optimism, euphemism, and nationalism that they took with them 
into the modern landscape. The American Impressionists and 
Realists were attracted to the new order of things but retreated 
from recording it directly, perhaps because they were daunted by 
the extreme degree of urban development in the United States. 
They preferred to seek within the web of the new in the flourishing 



American cities reminiscences of the older, more rural nation 
and amid the clatter and crowds remnants of the poetic and the 
picturesque.^^ 

Among the repatriated American Impressionists, Hassam was 
the only major artist who absorbed lessons about city imagery at 
first hand from the French Impressionists and the only one who 
painted urban scenes during his student years in Paris. However, 
it is to William Merritt Chase that we must turn for the first truly 
Impressionist American city scenes. Chase had been immersed in 
old-master tradition when he studied at the Royal Academy in 
Munich in the 1870s. He had also emulated the Munich Realist 
Wilhelm Leibl, an experience that may have made him more 
open to dissident styles than were his Beaux-Arts-trained Ameri- 
can colleagues. Once Chase returned to New York in 1878, his 
association with the younger generation of European-trained 
American painters through the Art Students League and the 
Society of American Artists perhaps reinforced the lessons of 
Leibl. In any case. Chase certainly was susceptible to detaching 
himself from tradition when he met the Belgian artist Alfred 
Stevens in September 18 81 during a visit to Europe. Chase had 
long admired the work of Stevens, who enjoyed international 
patronage for a stylish blend of genre painting and portraiture 
(see fig. 31). Stevens counseled Chase to abandon any residue of 
his Munich Academy training. In response to the advice. Chase 
began to emulate Stevens, moving from traditional pictures to a 
more modish, contemporary imagery. In the mid- to late 1880s 
Chase also started to work outdoors, brightening his palette and 
turning away from the still lifes, portraits, and indoor studies 
that had been his major preoccupations. His pursuit of a more 
modern look in accordance with Stevens's suggestion is nowhere 
more apparent than in a series of plein air scenes based on New 
York's Prospect Park and Central Park undertaken at this time 
and typified by Prospect Park, Brooklyn (fig. 139). These paint- 
ings are, as one writer has noted recently, "the earliest pictorial 
manifestation of Impressionism to take place in the United States." ^ ^ 

Both parks to which Chase turned his attention were the 
creation of Frederick Law Olmsted and Calvert Vaux. In associa- 
tion with Vaux, Olmsted had produced designs for Central Park 
in Manhattan in 1858 and for Prospect Park in Brooklyn in 
1866.^^ Central Park was essentially completed by 1876, and 
Prospect Park by 1874, but both were visited by many people 
during their construction. These large multipurpose parks were 
intended to alleviate the stresses of urban overcrowding and of 
detachment from nature. For their arrangements of the sites, 
Olmsted and Vaux relied principally on gardens designed in the 
English naturalistic tradition and on American rural or park 
cemeteries dating from the 1830s. Although they ardently be- 
Ueved in the naturalistic approach to park design, Olmsted and 
Vaux also borrowed from the more rigidly organized, conven- 
tional French parks for areas such as the Terrace and the Mall in 
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Fig. 127 Sheep and lambs, ball ground. Central 

Park, n.d. Photograph: The New- York Historical Society 

Central Park. Thus, by creatively combining pastoral and formal 
components, they devised parks that echoed and challenged the 
most successful European gardens. 

At first there was some resistance to the park movement 
because of the costs associated with setting aside urban land 
for public pleasure grounds and because of suspicion that the 
parks represented inappropriate luxury. Supporters of the move- 
ment pointed up the social, moral, aesthetic, educational, intel- 
lectual, health-promoting, and sanitary significance of these 
urban spaces, which provided an equivalent of country recre- 
ation for the growing numbers of city dwellers. The proselyt- 
izers perceived Central Park as a demonstration of enlightened 
city design and as a place that would encourage proper social 
behavior among New Yorkers, presenting them with opportu- 
nities for physical exercise and alternatives to spending time 
in taverns. By the turn of the century it was believed that 
proximity to parks reduced urban mortality. Not only was the 
demolition of old tenements to create new parks seen as having a 
salutary effect, but the parks were also considered reservoirs for 
clean air and areas that allowed the "sanitary use" of trees to 
temper weather and hinder the spread of disease. And, offering 
the experience of nature aestheticized, the parks were expected 
to educate popular taste. One writer explained of Central Park: 
"While the visitor to the park fancies himself merely cresting, 
he is in fact receiving new sensations which insensibly educate 
both eye and mind . . . [and] have an artistic value which helps 
to make the humblest more sensitive to beauty, more intelligent 
as to what constitutes it."^^ 

But beyond practical rationales, a key justification for the 
creation of the parks was sentimental: the parks reminded city 
dwellers of and provided a substitute for rural life (as they still 



can). Central Park's Dairy, for example, was a place where 
children could sip fresh milk, a scarce commodity in the city, 
from cows that grazed in a nearby meadow (under present-day 
WoUman Rink); sheep grazed in another meadow (fig. 127) . In 
1900 a writer observed that Central Park in winter had a special 
lure: "The snow attracts some who would not go there save that 
they wish to see again the festooned trees, and feel the cold, 
sweet breath of a snowy field, with which they were familiar in 
years and joys gone forever."^^ 

The success and popularity of the great early park designs in 
New York ultimately overcame resistance,^"* and numerous arti- 
cles on the benefits and blessings of Central and Prospect parks 
stimulated national interest in park construction."^^ By the turn of 
the century writers would claim that Central and Prospect parks, 
as well as new and developing parks in other cities, were 
extraordinary jewels in a marvelous national crown and that 
"park-making" was "a national art." One exclaimed, "The 
parks and park systems are the most important artistic work 
which has been done in the United States," displaying true 
innovation on the part of the "inspiring genius" of Olmsted 
rather than the derivativeness apparent in American painting, 
sculpture, and architecture.^^ 

Public attention to the development of Central Park and 
Prospect Park was considerable. As the complicated construction 
process advanced, the artistic vignettes that Olmsted and Vaux 
had planned became the subject of a number of enthusiastic 
newspaper and magazine articles illustrated with wood engrav- 
ings and lithographs and of many illustrated guidebooks."*^^ Inde- 
pendent prints and photographs documenting major sites and 
typical park activities also appeared. Among these were about a 
dozen lithographs of Central Park scenes produced by Currier 
and Ives (see fig. 128) . The Currier and Ives prints include 
dramatic panoramic views of areas such as the Drive, filled with 
horse-drawn equipages in summer, and the Lake, thronged with 
skaters in winter, suggesting that the park was an expansive, 
crowded, and fashionable place."^^ 

Despite the proliferation of popular images of Central and 
Prospect parks, painters produced few views of them. Among 
those who did, Jervis McEntee, a landscape painter associated 
with the Hudson River School and brother-in-law of Vaux, 
sometimes depicted Central Park. Dutch-born Johan Mengels 
Culverhouse and English-born WiUiam Rickarby Miller had a 
more consistent interest in the site. But they usually executed 
topographical views or adapted elements of park scenery to 
formulas derived from the arcadian, Claudian tradition. Fre- 
quently they showed crowds of skaters on the grand panoramic 
stage of the frozen Central Park Lake, recalling picturesque 
seventeenth-century Dutch winter genre scenes. John O'Brien 
Inman echoed the drama of the Currier and Ives park prints in 
Moonlight Skating — Central Park, the Terrace and Lake (fig. 129), 



140 THE CITY 




Fig. 1 18 Currier and Ives. Central Park in Winter, 
n.d. Color lithograph, 8'A x iz'A in. (21.6 x 31.8 
cm). The Metropolitan Museum of Art, New York, 
Bequest of Adele S. Colgate, 1962 63.550.337 




Fig, 129 John O'Brien Inman. Moonlight Skating — 
Central Park, the Terrace and Lake, ca. 1878. Oil on 
canvas, 34 x 52/1 in. (87.6 x 133.4 cm). Museum 
of the City of New York, Anonymous gift 49.415.2 



Here fashionably dressed men and women, lively children, 
and even a dog frolic on snow and skate on the Lake, against a 
backdrop composed of the recently completed Terrace and the 
Bethesda Fountain. Inman pictures the full moon between clouds 
to make the scene vivid and to allow himself the opportunity to 
investigate the extraordinary chiaroscuro created by moonlight 
and snow. Winslow Homer made wood engravings of skaters in 
Central Park in i860, but he preferred rural subjects and rarely 
pursued urban imagery, even of this bucolic sort. As a rule major 



painters showed little interest in the parks until the 1880s, and 
there are no American precedents for Chase's fresh, brilliantly 
chromatic, and remarkably casual, intimate, and impressionistic 
glimpses of them. 

In fact, Chase's paintings of Prospect Park and Central Park 
are fully realized examples of the Impressionist style. More, 
perhaps, than any other of Chase's works, they fulfill the descrip- 
tion of the artist's gifts as an American flaneur offered by his 
friend Kenyon Cox: "He is, as it were, a wonderful human 
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Fig. 130 Edouard Manet. Mttsic in the Tuileries 
Gardens, 1862. Oil on canvas, 30 x 46'/* in. {7^.2 x 
n8.i cm). The National Gallery, London NG 3260 



camera — a seeing machine — walking up and down in the world, 
and in the humblest things as in the finest discovering and fixing 
for us beauties we had else not thought of. Place him before a 
palace or a market stall, in Haarlem, Holland, or in Harlem, 
New York, and he will show us that light is everywhere, and that 
nature is always infinitely interesting.'"^^ So effectively do Chase's 
park scenes express the characteristics and significance of the 
sites portrayed that they seem to derive not from imitation of 
French Impressionist models but from a thorough absorption of 
the fundamental meaning of the style. 

The usual explanations for Chase's undertaking park scenes 
invoke his marriage in 1886: he is said to have given up his cus- 
tomary schedule of foreign travel and turned to subjects close at 
hand in response to his new duties as a husband and father. It is 
possible that personal circumstances triggered Chase's engage- 



ment with park imagery, and some of his park scenes take advan- 
tage of his having a willing model as a wife. Yet other factors 
could have prompted him to turn his attention to New York's 
parks for his subjects in the mid-18 80s. Chase was a devout 
eclectic, as is evident in his paintings and his statements. He told 
an interviewer in 1894, for example: "Absolute originality in art 
can only be found in a man who has been locked in a dark room 

from babyhood Since we are dependent on others, let us 

frankly and openly take all that we can The man who does 

that with judgment will produce an original picture that will 
have value."^° Before he began his park pictures, Chase may have 
become susceptible to related works by artists whom he admired. 

Of particular importance to Chase was Manet, whose Music 
in the Tuileries Gardens (fig. 130) was the French Realist's 
characteristic response to Charles Baudelaire's urgent suggestion 
that an artist should "set up house in the heart of the multitude."^'' 
It portrays members of Manet's circle and a cross section of 
contemporary Parisians attending a concert in the quintessential 
Parisian park. Although Chase may not have seen this painting 
at the Manet retrospective in Paris in January 1884, he was 
familiar with and durably supportive of Manet's artistic innova- 
tions. In 1881, at the time he received Stevens's advice, Chase had 
been involved with J. Alden Weir in mediating Erwin Davis's 
purchases of Manet's Boy with a Sword and Woman with a 
Parrot, Moreover, Chase's memory of Manet would have been 
refreshed by the inclusion of three of the Frenchman's paintings 
in the Pedestal Fund Art Loan Exhibition of 1883, a show that 
Chase helped organize and on whose selection committee he was 
a major force. 

Also significant for Chase was the popular Italian painter 
Giuseppe de Nittis (see fig. 131) . It is possible that Chase saw the 
major de Nittis exhibition held in Paris in 18 81 and that he ac- 
quired a small painting by the Italian then. Pictures by de Nittis, 



Fig. 131 Giuseppe de Nittis. Return from the Races, 
1875. Oil on canvas, 22 x 45 in. (55.9 x 114.3 cm). 
Philadelphia Museum of Art, The W. P. Wilstach 
Collection, Given by John G. Johnson W'06-i-io 





142 THE CITY 



along with those of Manet, Stevens, and a score of others, ap- 
peared in the Pedestal Fund Art Loan Exhibition. Chase's 
extensive art collection included works by de Nittis, as well as by 
Jean Beraud (see fig. i6i) and James Tissot — all painters of 
urban subjects, including parks, in a conservative, rather than an 
Impressionist style. Conceivably, they confirmed Chase's subject 
choices, though not his formal approach. On the other hand, 
Caillebotte's compositions (see fig. i6o), with their exaggerated 
spatial convergences, splayed foregrounds, and compressed back- 
grounds, in addition to his urban subjects, may have had an 
impact on some of Chase's park scenes. 

The year 1886 saw a notable event on the New York art scene 
that would have nourished Chase's interest in the urban park as 
subject and also inspired him to brighten his palette and liberate 
his brushwork as he moved out of doors. In April the Parisian art 
dealer Paul Durand-Ruel opened the landmark exhibition of 
works by the leading French Impressionists at the American Art 
Galleries that was expanded and moved to the National Acad- 
emy of Design the following month. Since Chase appears never 
to have attended the Impressionist exhibitions during his visits to 
Europe between 1878 and 1885, it is irresistible to speculate on 
the impact of the Durand-Ruel display on him. Here he would 
have seen many works by artists who had set up house in the 
heart of the multitude. He renewed his acquaintance with works 
by Manet (who was represented by nine paintings) and had 
access to examples by Degas, Camille Pissarro, Caillebotte, and 
other painters of modern life. 

Three American painters — Sargent, Whistler, and Weir — 
may also have stimulated Chase's commitment to park imagery. 
Sargent, whom Chase had met in Paris in 18 81 and whom he 
would esteem as "the greatest living portrait painter,"^"* had 
executed In the Luxembourg Gardens in 1879. The canvas was 
conspicuous on the New York art scene in the 1880s and may 
have come to Chase's attention then.^^ 

Whistler, like Sargent, was an expatriate; Chase regarded him 
as "one of the greatest masters of his time,"^^ and the two carried 
on a lively artistic dialogue. Chase's admiration of Whistler is 
documented by 1884, although it had probably developed ear- 
lier, and was based in part on a shared appreciation of Velazquez 
(in which Sargent joined). Whistler had always been a portrayer 
of modern city Ufe, especially in his etchings of the Thames set 
and of country parks. He had painted a number of park scenes 
between 1872 and 1877, including six nocturnes that feature the 
milling crowds, colored lights, and glittering fireworks in the 
Cremorne Gardens amusement park in Chelsea by the Thames. 
Chase would surely have known of the most infamous canvas of 
this series, Nocturne in Black and Gold: The Falling Rocket of 
1875 (The Detroit Institute of Arts), which had provoked the 
Whistler-Ruskin libel suit in 1878. Whistler's park pictures are 
analogous to the scenes of bourgeois pleasures in Parisian parks 




Fig. 13 z After J. Alden Weir. In the Park, ca. 1879. 
Engraving from New York Daily GraphiCy 
(March 8, 1879), p. 56 



and outdoor cafes that were exhibited during the 1870s and 
18 80s by the French Impressionists, especially Renoir, and may 
have served to reinforce the effect on Chase of French depictions 
of urban recreation. 

In addition, Whistler's pastels of Venice almost certainly 
influenced Chase's experiments in that medium in the mid-18 80s. 
Whistler's etchings and pastels may have been available to Chase 
and may have been discussed when Chase visited Whistler in the 
summer of 1885.^^ Moreover, it is possible that Whistler's devo- 
tion to careful selection of aesthetic elements from routine reality 
prompted Chase to see that beauty could be found in and 
brought out of the commonplaces of New York's parks. Chase, 
who assumed the stylistic guise of Whistler to paint his portrait 
(fig. 27) duringthe visit of 1885, may have brought home with 
him both Whistler's interest in urban subjects and his commit- 
ment to an aestheticizing view of reality. 

Weir was also concerned with park imagery, although he did 
not pursue it wholeheartedly or in a conspicuously modern 
manner. Chase was friendly with him by 1878, when both were 
involved in the Tile Club and in the founding of the Society of 
American Artists. In about 1879 Weir undertook In the Parky an 
ambitious painting in the tradition of Hals's civic company 
portraits or genre scenes."^"^ In the Park (see fig. 132), which 
was included in the society's 1879 exhibition and later cut by the 
artist into pieces, showed a cross section of New York's populace: 
a seated man (the painter Wyatt Eaton) with a newspaper and a 
well-dressed, pretty young woman representing the middle 
class, a young girl selling flowers, a blind beggar, a rough old 
man carrying a sack, and another coarse fellow holding a 
circular, all crowding in on the more elegant figures and suggest- 
ing the masses. With a few trees and tenements in the back- 
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ground, Weir establishes a corner of the city as the site; he would 
later explicate the location by entitling a fragment of the painting 
Union Square (The Brooklyn Museum). However, Weir's picture 
itself does not exploit an urban park or square as a setting; 
stylistically, it suggests the artist's adherence to old-master tradi- 
tions rather than an acceptance of Impressionism, to which he 
had recently indicated his resistance in Paris. Yet the ambitious 
scale of In the Park^ its appearance in an exhibition that involved 
Chase, and the friendship of Weir and Chase suggest that this 
picture should be counted among the influences on Chase's 
decision to paint the parks himself. 

Unlike Weir, Chase approached the parks as fruitful places for 
experiment in plein air painting, which he had first tried during a 
visit to Holland in the early iSSos."^^ Later he would associate 
the essence of his outdoor work with his park paintings, describ- 
ing his basic strategies in the context of these New York sites: 
"There are charming bits in Central Park and Prospect Park, 

Brooklyn When I have found the spot I like, I set up my easel, 

and paint the picture on the spot. I think that is the only way 

rightly to interpret nature You must be right out under the 

sky."4^ 

Most commentaries on Chase's park scenes concentrate on 
their aesthetic traits and suggest that they were generated by 
Chase's personal and formal artistic concerns alone. For any of 
his subject choices Chase himself rarely offered rationales that 
exceed pictorial issues. Ronald G. Pisano has discouraged inves- 
tigation of the extrapictorial meanings of Chase's paintings, 
maintaining that the artist "asserted that the importance of a 
work of art is in how it is painted, not in what is depicted." But 
Chase's insistence "that a true artist could find beauty in that 
which does not obviously suggest it" — in Pisano's phrase — does 
not eliminate the possibility that Chase had expressive agendas 
beyond narrowly formal ones — intentional or not — in selecting 
images that were unusual or inconsequential and, at the same 
time, beautiful."*^ 

Chase's depictions of New York's parks not only allowed him 
to be modern and eclectic, they also gave him the opportunity to 
make specifically American statements in contrast to the images 
of Manet, de Nittis, Caillebotte, Sargent, or Whistler. Unlike 
the squares of New York, which imitated those of London, 
Prospect Park and Central Park were unmistakably American in 
their rural associations and in their intentions. Olmsted is said by 
many to have been particularly self-conscious about the demo- 
cratic origins and ramifications of his park designs.'^'* Turn-of- 
the-century commentators remarked on the democratic character 
of American parks that distinguished them from those of Europe 
and observed that American parks evoked nationalistic elation. 
Thus, one maintained in 1897, "in America, all pleasure-grounds 
of large extent have from the beginning been planned for the 
people; they are a constant source to them of pleasure and pride." 




Fig. 133 Central Park, looking southeast across 
Swan Lake, n.d. Photograph: The New- York Histor- 
ical Society 

If Central Park and Prospect Park provoked national pride. 
Chase's depictions of them could be viewed as an antidote to 
cosmopolitanism in American art. For example, Cox wrote of 
Chase's park views: "Let no artist again complain of lack of 
material when such things as these are to be seen at his very door, 
and let the pubHc cease complaining of the un-American quality 
of American art at least until they have snatched up every one of 
these marvellous Uttle masterpieces.""^^ 

Painting the parks announced the ascendancy not only of the 
nation but also of New York. Charles de Kay invoked civic pride 
when he asked: "Indeed, why should not [Chase's] exquisite 
scenes of Central Park find their way from the artist's easel to the 
walls of citizens as easily as pictures of Niagara, or views taken 
in Lutetia Parisorum? Few cities can boast so beautiful a park as 
New York.""^^ Civic pride echoes in much of the popular com- 
mentary on the parks themselves at the end of the century, as 
comparisons favorable to New York were drawn between its 
parks and those of London and Paris, as well as those of Boston, 
Philadelphia, and other American cities. New York was the 
center of Chase's world and the parks the artist celebrated as 
some of the "fairest spot[s] in the land""*^ were at the centers of 
Manhattan and Brooklyn. If Manet can be characterized as 
"both the painter of modern Paris and the embodiment of its 
spirit,'"*^ Chase qualifies as the painter and spiritual embodiment 
of modern New York. 

For Chase, so self-conscious about the artmaking process and 
so self-conscious as an artistic type, the parks seem to have been 
an obvious subject choice, a choice motivated by the same 
concerns that drove his aestheticizing of his studio space (fig. 
3 3) and his invention of his own highly aesthetic appearance. 
Prospect Park and Central Park were ideal themes not only 
because of their modernity, their eclectic potential, their Ameri- 
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canness, and their associations with New York but also because 
they were essentially artistic phenomena. Like his artistically 
furnished studio, the parks were carefully arranged accumula- 
tions of eye-pleasing elements; both were beautiful composites of 
bric-a-brac, man-made in the case of the studio, both natural 
and man-made in the case of the parks. 

The land chosen for Central Park in the barren wilds of the 
center of Manhattan (fig. 13 3 ) had presented formidable challenges 
for the designers. In 1873 writer lamented: "It did not have 

a single natural advantage Long and narrow and flat, it was a 

despairing task to lay out drives with any variety, and an impos- 
sibility to escape the sight of the crowding houses of the future. 
Without a natural stream or any sheet of water, and with one of 
the most uninteresting varieties of rock-formation on which 
forming Nature ever tried her hand, the picturesque seemed 
impossible."^° Through Olmsted and Vaux's artistic interven- 
tion, however, nature as it existed disappeared and was replaced 
by beauty. 

Although their approach was rooted primarily in the natural- 
istic tradition, as we have seen. Central Park and, later. Prospect 
Park were exemplars of nature refined, made artificial, invented 
by artists. Olmsted has told us that, in the English landscape 
design tradition of Uvedale Price and WiUiam Gilpin, he com- 
posed a landscape just as a painter would. Writing with Vaux in 
the original 1858 Greensward Plan for Central Park, for exam- 
ple, he rationalized the creation of the park's lower lake: "It is 
conceived that, by introducing such an ornamental sheet of 
water into the composition at this point, the picturesque effect 
of the bold bluffs that will run down to its edge and overhang 
it must be much increased." Concerning the park's planting, 
Olmsted noted that it was designed to provide "the broadest 
effects of light and shade which can be obtained upon the 
ground, and to produce the impression of great space and free- 
dom." Such study and arrangement of individual details, as if the 
park were a painter's canvas, would create the work of art.^* 

The designers of the park were consistently praised by their 
contemporaries for improving the reality of the city by produc- 
ing what one writer of 1873 termed "a much more rural scene 
than is to be found in many places where it would be naturally 
looked for."^^ The sense of rural scene predominates despite the 
necessary rearrangements of nature and despite Olmsted and 
Vaux's reliance on formal French landscape models in certain 
areas: Central Park was not so wholly artificial as many Euro- 
pean parks. "The original endowment was cleverly utilized," 
said John C. Van Dyke, and in Central Park, "the stranger to-day 
does not know where nature leaves off and art begins."^^ Going 
to Central Park and Prospect Park was like actually going into 
the country, but the visitor experienced what seemed like nature 
— imitation nature — rather than nature itself. 

The renovation of raw nature that Olmsted and Vaux had 



effectuated was remarked on even after its novelty was chal- 
lenged by familiarity and its artistic perfection compromised by 
increasing use. In 1894, for example, one observer perceived that 
the park designers' temperament was like a landscape painter's 
and that Central Park was "as truly the work of an artist as 
would be the painting of one of these landscapes on a bit of 
canvas."^"* 

Chase was attracted to many of the patently artificial sites 
within the parks, those that announce themselves to be works of 
art, rather than to the areas that seem more rural. He depicted 
most of the novel and notable places, the ones that often were 
discussed or recorded in published photographs. These 
included the Terrace in Central Park, designed by Vaux and 
praised as "the crowning incident in the park architecture ... the 
grand open-air reception hall of the park,"^^ and the distinctive 
concrete Conservatory Water, lying in a direct line with the 
Terrace, described as "symmetrical and architectural in its con- 
struction, being intended as an incident in the artistic rather than 
the natural physique of the park."^^ 

In The Nursery (fig. 134) Chase depicts an area at the northern 
end of Central Park, near East One Hundredth Street between the 
reservoir and the Harlem Mere.^^ His painting may have satisfied 
viewers' curiosity about this wooded and serene region of the 
park, which was rarely described in guidebooks or articles and 
which was more likely to be seen by the few visitors who rode in 
carriages than by strollers. The picture suggests a dialogue 
between the ostensibly untouched nature of the park — however 




Fig. 134 William Merritt Chase. The Nursery y 1890. 
Oil on wood, 14 Vh x 16 in. (36.5 x 40.6 cm). 
Manoogian Collection 
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Fig. 135 William Merritt Chase. The Open Air 
Breakfasty ca. 1888. Oil on canvas, 37Vk x $6^4 in. 
(95.3 X 144. 1 cm). The Toledo Museum of Art, 
Purchased with funds from the Florence Scott Libbey 
Bequest in Memory of her Father, Maurice A. Scott 
1953.136 



artificial — and its entirely artificial nature. In the right fore- 
ground and middle ground is a series of long wooden cold 
frames. When covered with glass, these provided spring condi- 
tions for germinating seeds and developing plants that would 
later be moved to flower beds and containers throughout the 
park. Cold frames, shown here separated by broad sandy man- 
made pathways, allow the control of nature. The frames are 
bracketed by another major architectural element — a long red 
shed clearly delineated at the left; frames, paths, and shed create 
a series of rushing diagonals that speed the viewer's eye into the 
distance. Here, in contrast to nature controlled, is nature rela- 
tively wild. Trees in full leaf are scattered; their unkempt branches 
seem to consume the only constructed feature in this area, a little 
house; and a thick underbrush has grown up with summer's 
warmth. The advent of summer is also announced by the fact 
that most of the cold frames have been emptied of their seed- 
lings. The primary dialogue between the cold frames and the 
background foliage is paralleled in the dialogue between the 
orderly architecture of the frames and the weeds that have now 
invaded them. 

Two women in white summer dresses and hats punctuate the 
scene. In the middle distance, one woman bends over as if to 
inspect a huge clump of vegetation that burgeons from the 
confines of the cold frame. Her form is echoed by that of a barely 
visible workman who stoops over the row of cold frames in 
which a few yellow flowers still stand; he labors to tame nature, 
rather than merely inspecting or enjoying it. Less susceptible to 
simple analysis than this bit of possible social commentary is the 
pensive expression of the young woman who is shown close to 



the viewer and who is the most striking single element in the 
composition. 

While this young woman's mood and meaning defy interpre- 
tation, the bouquet of flowers that she holds seems to condense 
ideas about the artificiality of the park's supposedly natural 
beauty that resonate through the painting. The bouquet com- 
bines bits of almost all the colors of the scene in a single dazzling 
and variegated splash, which is highlighted by its placement 
against a brown and yellowish area of the sandy path. A contem- 
porary writer, aware that a person assembling such a bouquet 
from the park's plantings would have violated park ordinances, 
explained that "the lady in front to the left has obtained a 
dispensation from the rule not to pick the flowers."^^ But she 
certainly has not picked flowers from the cold frames, already 
empty of such blooms, nor has she gathered wildflowers from 
the immediate vicinity of the Nursery, where Chase describes a 
grassy lawn. Her flowers are apparently imported, despite a 
regulation that forbade bringing into the park any cut branches 
or flowers, or at least transported from some more distant part of 
the park. They thus remind the viewer that the beauties of nature 
can be moved about to create the most harmonious arrangements. 

For Chase, then, park scenes could express the dominance of 
art over nature, a message reiterated in The Open Air Breakfast 
(fig. 135), where nature is contained by man-made walls and is 
invaded and improved by art. Although Chase depicts a hortus 
conclusus near Prospect Park in The Open Air Breakfast^ the 
painting echoes the decorous vignettes of spaces sequestered 
from the city that he portrayed in the parks themselves. In such 
paintings, which are saturated with the intimacy of interior 
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Fig. 136 William Merritt Chase. The Park, ca. 1888. 
Oil on canvas, 13 Vs x i9V« in. (34.6 x 49.8 cm). The 
Art Institute of Chicago, Bequest of Dr. John J. 
Ireland 1968.88 



scenes despite their outdoor locales, the artist rarely revealed 
evidence of the surrounding city. In this v^ay he captured a 
distinctive trait of the parks remarked by a w^riter of 1898 as 
"their pastoral character and their freedom from the compara- 
tive noise and bustle of the quietest city streets."^^ 

Chase avoided reference to the life of the city except in a few 
evocative images of piers along the w^aterfront and more than 
once expressed his distaste for the most intrusive aspects of the 
modern urban scene. These he disdained as "the telegraph 
poles . . . the hideous elevated structures, and the brown stone 
fronts which were so much in evidence everywhere"^° and "the 
skyscraping monsters [that] have smothered quite out of exis- 
tence as objects of beauty many of the sightly old land marks of 
this city."^' Instead Chase turned to the parks, which, Uke his 
studio and the backyard of The Open Air Breakfast^ were for 
him genteel, feminine venues, enclaves for repose set apart from 
the hurly-burly of late nineteenth-century New York. 

To visit the parks with Chase is to experience a milieu entirely 
dominated by women who are accompanied sometimes by 
children and almost never by men. It is to focus on them as 
places for pleasant strolls and promenades, areas defined by 
paths and lawns. It is to find a refuge from unpleasant urban 
realities and to be invited to pause and rest. (There were ten 
thousand benches and chairs scattered in Central Park "in public 
places to see and be seen, or tucked away in secluded spots, 
invisible, quiet, alone.")^"^ To enter the parks through Chase's 
paintings is also to be oblivious to the pleasure or business 
associated with equestrian traffic. Olmsted had tried to diminish 
the impact of such traffic in the parks: "He wanted visitors to 



come to the Park for its own sake and to detract as little as 
possible from the quiet pastoral scene by unseemly rapidity of 
motion," according to a historian of Central Park.^^ 

Despite Olmsted's efforts to subordinate its impact, eques- 
trian activity in the parks was immense, and it distracted many 
visitors and commentators from "the panorama of wood and 
meadow."^"* Chase, however, seems to have been in particular 
sympathy with Olmsted's intentions, depicting visitors to Cen- 
tral Park, or Prospect Park, as thoroughly engaged with "the 
Park for its own sake " and remaining utterly indifferent to the 
portrayal of any "unseemly rapidity of motion." 

Chase's parks filled with women were a quiet and uncrowded 
white middle-class world of mothers (and, less often, of nurses) 
and children that shut out the growing population of the sur- 
rounding city. Although democratic in principle. Central Park 
and Prospect Park were not near working-class neighborhoods,^- 
and they were not associated with the working class until the 
1 890s, when Chase abandoned them. He was interested neither 
in the crowds that filled the parks nor the increasing racial or 
ethnic diversity of the new visitors. 

Sports — "exertive" uses, in the language of Olmsted and 
Vaux — were not encouraged in either Central Park or Prospect 
Park, except on fields set apart from the meadows and prome- 
nades and in the sort of occasional playing areas that appear in 
Chase's Park (fig. 136). In the right background of this small 
canvas a large number of people engage in games, including 
lawn tennis. An unidentified view of either Central Park or 
Prospect Park,^^ the painting records the use in both venues of 
temporary tennis courts for which players themselves provided 
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Fig. 137 William Merritt Chase. Park Bench, ca. 
1890. Oil on canvas, 12 x 16 in. (30.5 x 40.6 cm). 
Museum of Fine Arts, Boston, Gift of Arthur 
Weisenberger 49.1790 

the nets, installing them only when needed. The Park also typifies 
Chase's experiments with the Impressionists' soft, bright palette 
and close observation of outdoor light, as well as with their 
unconventional compositional formats and expressive strategies. 
The foreground is broad and empty, and a sharp diagonal of the 
path leads rapidly back into deep space. The seated woman shifts 
forward, as if the viewer, whom she apparently recognizes, has 
come upon her suddenly. 

With the functional uses separated from the quietly recrea- 
tional, or "receptive," uses in Central and Prospect parks by 
means of transverse and other through roads, the contemplative 
experience of nature on carefully laid out paths was stressed; 
solitary, not social, pleasures were encouraged, and tamed nature 
made artistic was to be looked at, not touched. Even children 
had to stay on the paths. "The enjoyment of the children would 
be greater yet if the grass covered lawns were not forbidden 
territory to them," complained a columnist in 1891.^'' In the 
parks and in images of them by Chase, the paths and the benches 
delimited contact with nature. The benches themselves — even if 
they were as rustic as those portrayed in Chase's Park Bench 
(fig. 137) — were constructed, paradigms for the park itself. 

Chase's exploration of Central and Prospect parks between 
1886 and 1890 seems to involve a dialogue between the painter 
and the parkmakers, Olmsted and Vaux. That dialogue, or 
coincidence of intentions, must have confirmed Chase's personal 
choices and feelings and therefore helps to account for the trans- 
formations of Chase's European sources and to explain why the 
painter, so often willing merely to echo his contemporaries' 
works, produced paintings of the parks that are so original. For 
in designing the parks and in recording them, Olmsted and Vaux 



and Chase emphasized the same notions of the perfect park ex- 
perience, especially a sense of holding the city at bay and a 
devotion to the contemplation of ordered nature. 

Indeed, the locales Chase shows look much more like the ideal 
Olmstedian parks of the 1870s than the parks that existed in the 
late 1880S, when he painted them. These earlier parks were 
recorded in innumerable photographs, especially stereographs, 
from whose original negatives successive printings were made. 
The stereograph was the leading medium for outdoor photogra- 
phy from the 1850s until handheld cameras marketed for ama- 
teurs became popular in the 1890s. MiUions of stereographs 
were created by thousands of professional photographers and 
disseminated widely to a public eager for entertainment and 
documentation.^^ The value of stereographs for Chase's park 
scenes should not be underestimated. Not only did they preserve 
the idyllic, genteel park of an earlier time for reference but they 
also emulated actual walks through them, during which the 
visitor experienced the unfolding of a series of changing scenes. 
Olmsted and Vaux's design rests on the premise of this kind of 
real-life travelogue, a travelogue whose evocative potential the 
traveler Chase well understood. 

Stereographs also offer fascinating, fresh compositional strat- 
egies: splayed foregrounds, diminished backgrounds, and acute 
convergences to off-center vanishing points (see fig. 138). When 
they are viewed in pairs in stereoscopes, stereographs are nor- 
malized, so that they give the illusion of undistorted three- 
dimensionality; viewed singly, they produce effects rather like 
those in paintings by Caillebotte or in Japanese prints in which 
extra-sharp convergences become surface patterns. Chase could 
not have found greater compositional aids than stereographs nor 
could he have avoided seeing them, given their proliferation. 

Chase does not appear to have used a camera himself; even 
family pictures were probably taken by his wife. But he strove for 




Fig. 138 The Esplanade, Central Park, New York, 
n.d. Stereograph. Herbert Mitchell Collection 
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Fig. 139 William Merritt Chase. Prospect Parky Brooklyn^ ca. 1886. Oil on 
canvas, 17V8 x zzVs in. (44.1 x 56.8 cm). Colby College Museum of Art, 
Waterville, Maine, Gift of Miss Adeline F. and Miss Caroline R. Wing 
63-P-036 



immediacy in compositions, trying to see in a modern way, as if 
he were a camera, and encouraged his students to paint as if they 
were seizing camera impressions. Wide-angle lenses that would 
seem to stretch space became available after the 1860s and may 
have helped Chase see in a new manner. Thus, photographs — 
amateur and professional, wide-angle, conventional, and, most 
likely of all, stereographs — perhaps prompted or reinforced his 
interest in experimental, eccentric city views. Likewise, Japanese 
prints that adopt Western perspective with a sort of exaggerated 
rigor, producing patterns based on extreme convergences — as in 
the manner of Utagawa Hiroshige — may also have been influential. 

In Prospect Park, Brooklyn (fig. 139), probably one of Chase's 
earliest park scenes, a foreground sweep of manicured lawn 



draws the viewer into a bit of carefully tamed nature on a 
dazzling summer day. Beds of vivid unruly flowers emphasize 
artificiality by contrast with the neat lawn into which they have 
been inserted and by showing the containment of rambunctious 
nature. (Olmsted, in fact, preferred much more irregular plant- 
ings that suggested rural vegetation; he felt that flower beds 
placed in this way revealed too much of human intervention and 
contradicted the naturalistic ideal. Long shadows measure off 
the lawn and suggest that the time is late afternoon. The ex- 
tended green introduction to the scene establishes a mood of 
repose, requiring that the viewer visually experience the expanse 
of lawn and flowers at a leisurely pace before encountering any 
sort of activity. 
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The foreground trapezoid of grass and flower beds initiates a 
dialogue with elements that are even more artificial than the 
lawn and the plantings: a broad pathway punctuated by benches, 
which cuts across the canvas on a sharp diagonal and leads the 
eye to a glimpse of Prospect Park West. This wide and fashion- 
able street was the boundary between the park and Park Slope, 
the neighborhood where Chase probably lived. Along the street 
toward the right appears a group of two- and three-story town 
houses. Toward the left there is a church steeple, reminding us 
that the locale is Brooklyn, the borough of churches, and 
enhancing the sense of peace that prevails in the scene over which 
it towers. Between the buildings the horizon is obscured by trees 
in full leaf, a curtain of green that seems to hold the city at bay. 
Indeed, Olmsted and Vaux had intended that the lawns of the 
parks would be protected visually from the tumultuous encroach- 
ing city by such umbrageous screens.^^ 

A young woman seated on the bench nearest the viewer is 
engrossed in the care of an infant in a wicker baby carriage 
protected by a pink parasol. Her fashionable hat and pale 
summer dress suggest that she is an upper-middle-class mother, 
not a nurse. The curve of her skirt closes the visual parentheses 
opened by the carriage's hood and echoes the ovals of its wheels. 
This young mother and her carriage form a complex of curves, in 
contrast to the straight lines that predominate elsewhere. Sitting 
at the far end of the same bench on which she is poised is another 
female figure, this one wearing a white skirt and a stylish hat; her 
long hair falling down her back identifies her as a teenager. She 
enjoys nature but avoids contact with her benchmate. A woman 
wearing a short jacket and white skirt strolls sedately toward us. 
Although other figures engaged in various forms of restrained 
recreation are scattered in the dappled sunlight under the distant 
trees, the contemplative dominates the active. The figures partic- 
ipate in a genteel choreography on a brilliant landscape stage, 
taking silent and self-absorbed delight in distilled nature in the 
company of strangers. In the peaceful moment he captures. 
Chase symbolizes the quintessential late nineteenth-century be- 
lief that a park could offer refreshment to urban dwellers by 
making available pastoral retreats and natural quietude for 
tranquil promenades and sedentary pleasures. 

The appearance and use of the parks changed as New York's 
urban population grew, facts well documented in photographs 
and commentaries. The "skyscraping monsters" that Chase 
decried and that Olmsted and Vaux continually tried to obscure 
with plants invaded the horizon lines. Central and Prospect 
parks were increasingly frequented by working-class people of 
many ethnic groups whose houses had come to surround them. 
By 1895 they were seen by some to be overrun by the masses; as 
one writer lamented of Central Park: "The park has been a 
favorite playground in New York so long, it is so easy of access 
from the ends of the city, it is so easy to get about when once you 



are there, and so many people know these facts and take advantage 
of them, that in the minds of some New Yorkers it has come to be 
rather a commonplace picnic spot for the use of the masses, and, 
except in a carriage or astride a fine horse, to be avoided." In 
response to the pressure of increased use, the old rules were re- 
laxed, and the same writer acknowledged, "Many of the guarded 
lawns are thrown open, and hundreds of happy children roll in 
the soft green grass or chase about with shouts of merriment."^^ 

Olmsted had worked on Central Park until 1878, when he 
ended his official connection with the project. Observing en- 
croachments and destructive innovations in the park, in 1882 he 
wrote a pamphlet, Spoils of the Park^ that criticized its care and 
management. Indeed, the pressures of the later 1880s increas- 
ingly violated the great landscape architect's values and inten- 
tions. Olmsted's disenchantment coincided with the end of 
Chase's interest in Prospect and Central parks. 

The problems that caused both artists to turn away from the 
New York parks are made evident by comparing one of Chase's 
last Central Park scenes. The Lake for Miniature Yachts (fig. 140), 
usually dated about 1890,^^ with a stereograph of the same 
site made after September 1891 (fig. 141). The Conservatory 
Water, portrayed here, is located just off Fifth Avenue at Seventy- 
fourth Street and originally was screened from the street by the 
perimeter of trees that Olmsted and Vaux designed to separate 
the park from the city. 

In an article that appeared in May 1891, de Kay wrote about 
The Lake for Miniature Yachts: "This view is taken from the 
south; Fifth Avenue is just on the right, and some of the house- 
tops belonging to that thoroughfare peep above the trees."^"^ What 
would soon loom above these trees was the monumental piece of 
architecture visible in the stereograph — Temple Beth El, an 
extraordinary Moorish-revival synagogue with a huge dome 
that was begun on Fifth Avenue at Seventy-sixth Street in 
October 1^90 and dedicated in September 1891 (it would be 
razed in 1947). Although Chase does not confront this intrusive 
new urban reality, he emphasizes the artificial elements of the site 
to a greater degree than he did in Prospect Park, Brooklyn; 
in fact, in this late interpretation of Central Park he recalls 
Sargent's In the Luxembourg Gardens more than his own earlier 
park scenes. From the Prospect Park picture Chase recapitulates 
a broad foreground trapezoid to separate the viewer from the 
figures that populate the middle ground; however, the area at the 
front of the new painting is now a pavement rather than a lawn. 
He reiterates the device of a distant screen of trees punctuated by 
architectural towers in the Central Park scene but pushes nature 
farther into the background, devoting about three-fifths of the 
surface of the canvas to the constructed rather than the natural. 
The bed of flowers in Prospect Park's lawn — already a bit of 
nature contained — is replaced by the boat basin, a larger and even 
more artificial element more than once removed from nature itself. 
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The individuals who now enjoy the park are children, as few 
in number and as self-absorbed as are the women who sit or 
stroll in Prospect Park, Brooklyn, These children are not at all 
boisterous, as youngsters portrayed by the later American Real- 
ists often would be. They participate quietly in miniature yacht 
racing, a sport that had responded to the fad for pleasure sailing 
that developed during the Centennial but whose popularity had 
quickly faded7^ Thus this activity was already old-fashioned by 
the time Chase portrayed it here. Contemporary photographs 
suggest that, although the craze for miniature yacht racing had 
subsided. Central Park's Conservatory Water remained an at- 
traction. Rather than drawing huge crowds, however, it was still 
a calm and genteel venue, entirely consistent with the tempera- 
ment of the artist who chose to paint it about 1890. In such a 
place the nature that children experience has been tamed by the 
parkmakers; their knowledge of sailing and the sea depends on 
Olmsted and Vaux's distillation of nature, on an imitation of the 
great outdoors in the restricted city, and on a polite out-of-date 
sport that is an imitation of a more vigorous activity. In Chase's 
painting of the Central Park boat basin, the boy and girl to the 
right are embraced by the architectural limits of the pond. Their 
attire, hardly suitable for rough outdoor play, is appropriate to 
nature tamed rather than wild. His shirt buttons up the front and 
has a collar that impedes action. She wears a fashionable cotton 
dress with a high waist and many frills; her sunbonnet, which 
peaks on the top, is the sort often worn at the seashore, thus 
providing an ironic note on her urban experience of nature. 

A foppish young lad — a child standing in for a flaneur — strolls 
toward us at the left, entirely remote from the barefoot boys of 
an earlier rural America often depicted by Homer (see fig. 116). 
His sailor suit, typically white with blue trim for summer wear, 
was a ubiquitous article of middle- and upper-class children's 
dress from the i86os through the 1920s. This stylish young 
fellow also wears a wide-brimmed hat and carries a stick that 
might be used to prod or retrieve sailboats on the pond (and is 
perhaps a parallel to the walking stick of a flaneur). He con- 
denses the experience of the site as it would be described by a 
writer in 1895 : "On bright afternoons when the wind is astir the 
young yachtsmen of the city, in blue and white sailor uniforms, 
with gold anchors on their shoulders, and golden curls falling 
from under their sailor hats, hurry down here with their yachts 

under their arms It is a stirring scene, full of young joyous 

life."^^ 

Although Chase's park scenes attracted favorable notice,^^ the 
parks themselves were drawing crowds too large to nourish the 
artist's genteel views. Chase's abandonment of the parks oc- 
curred at about the time he began discussions that led to the 
founding of his summer school in Shinnecock in 1 891. He took 
his commitment to refined outdoor genre scenes — and many of 
his familiar compositional strategies — to remote Long Island, 



where he painted some of his liveliest, freshest, and boldest 
pictures in his country retreat on the dunes of Peconic and 
Shinnecock bays. 



A Small Paradise: Edward Simmons in the 
Boston Public Garden 



In the Public Garden the Boston people take great pride, 
and have been so generous in its improvement, that every 
one who passes through it speaks with unbounded enthusi- 
asm in its praise, 

MOSES KING ( I 8 8 1) 

No man expresses well in any art what he does not know to 
the bottom, 

EDWARD E. SIMMONS (1903) 

Like Chase's portrayals of the parks of New York, Edward E. 
Simmons's Boston Public Garden (fig. 142) represents an artist's 
pursuit of an urban site insulated from the harsh actualities of 
city life and as suggestive as possible of rural retreats. The Public 
Garden is a twenty-four-acre park in the heart of the city that 
bridges the area between old Boston — Beacon Hill and the 
Common — and new Boston — the Back Bay, whose front yard it 
forms7^ Simmons's view is said to have been painted from a 
second-story window of the St. Botolph Club, a genteel meeting 
place for artists and authors and for gentlemen interested in the 
arts. The patrician Simmons was triply qualified for member- 
ship: he was a Harvard-educated, Paris-trained painter simulta- 
neously reputed for easel and mural work; a writer whose 
autobiography would be published in 1922; and a nephew, 
reared at Concord's Old Manse, of Ralph Waldo Emerson's. The 
St. Botolph Club, founded in January 1880, had been located 
since 1887 at 2 Newbury Street, on the southwest corner of 
Arlington, the boundary of the newly developed Back Bay.^^ A 
commission from the club or simple convenience may have 
prompted club member Simmons to select a vantage point for 
portraying the Public Garden from one of St. Botolph's win- 
dows; however, by choosing such an outlook, he also declared 
on canvas his affiliation with the institution that was perceived 
as "the literary and artistic club of Boston . . . [that] is growing to 
be more and more the intellectual and social centre of the bright 
minds of the city" and possibly appealed to its members for 
patronage.^^ 

In the painting an enclosed sleigh and a sledge make their way 
along snow-covered Arlington Street, which traverses Simmons's 
composition laterally; the sleigh at the lower left heads west on 
Newbury Street. The dome of the Massachusetts State House on 
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Fig. 143 The Boston Public Garden, from Charles W. 
Stevens, "The Boston Public Garden," New England 
Magazine n.s. 24 (June 1901), p. 3 51 




the crest of Beacon Hill in the distance, the steeple of the Park 
Street Church rising at the corner of Tremont Street toward the 
right of the picture, and the rooftops lining Beacon Hill on the 
horizon identify Simmons's scene as an urban and artificial 
landscape. The long iron fence that establishes the Public Gar- 
den's bounds cuts across the entire canvas and invades the lov^er 
left-hand corner, calling attention to the separation of the park's 
wooded expanses from the city. 

Despite the presence of these conspicuous artificial elements, 
Simmons emphasizes the rural quality of the Public Garden and 
the possibilities it offers for contact with nature in the heart of 
the city. At the left of the canvas a lacy tree on which two birds 
perch provides an introduction to the scene. A few people pass 
through the iron fence into the wooded areas beyond, into 
isolation from the tumult of Boston. Although the Public Garden 
was recognized as "a most attractive place for the flaneur from 
early spring until the late fall"^^ by a writer of 1888, Simmons 
chooses a moment in winter, the season in which the garden is at 
its most tranquil, when the possible contact of the flaneur with 
other people is limited, when the patently artificial flower beds 
are obscured by snow, when untouched nature predominates. 
Simmons even eschews the opportunity to depict the skaters who 
made the Public Garden's pond an active and noisy winter 
gathering place. The urban experience, softened by the shroud of 
snow, seems restful and picturesque. If the people Simmons 
portrays wish to reach the golden goal of the state house beyond 
the park, they must trudge through deep snow across the Public 
Garden and Common; they must face entirely natural impedi- 
ments to their activity: they are urbanites challenged by the 
timeless rigors of the weather. 

When compared with a photograph of the site in summer, 
taken not long after Simmons completed his view from approxi- 



mately the same location (fig. 143), the painting appears to 
emphasize the natural components of the Public Garden to a 
striking degree. The painter's vantage point, lower than that of 
the photographer, allows trees to screen the landscape, to ob- 
scure the statues scattered throughout the garden, and to embed 
the architecture of Beacon Hill into the umbrageous distance 
rather than let it loom over the site. 

The coincidences between the compositions and subjects of 
Sargent's In the Luxembourg Gardens (fig. 125) and Simmons's 
Boston Public Garden reveal differences between the expatriate 
artist's approach to artificial French nature and the repatriated 
painter's portrayal of artificial American nature. Each records a 
sparsely peopled, tranquil urban park with a horizontal vista 
characterized by an empty right foreground and framed at its 
horizon line by a row of trees. But Sargent invites the viewer to 
join him at eye level with the strollers he depicts and to experi- 
ence broad terraces that push the Luxembourg's trees into the 
distance; by contrast Simmons takes a bird's-eye view of the 
Public Garden, looking down onto an expansive scene still 
dominated by untouched nature despite the enframement of 
streets and fences, rooftops and state house dome. Rather than 
being confined to terraces or paths like Sargent's strollers, the 
people in Simmons's painting move beyond the restrictive fences 
to enjoy nature transformed by the snowfall. The tenacious 
American engagement with untamed nature and the desire to 
preserve contact with the rural environment even in the urban 
context that affected the design of the Boston Public Garden and 
other American parks may also have influenced American paint- 
ers' depictions of parks in ways to which the French (and even an 
American expatriate in France) were less susceptible. 

Simmons's desire to portray nature did not cause him to 
ignore entirely the artificial elements of his city park. He selected 
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a vantage point that allowed the state house dome to appear on 
the horizon, thereby identifying a specific urban American locale 
with historical resonance. The Massachusetts state house, de- 
signed by Charles Bulfinch in 1787 and built between 1795 and 
1798, is a canonical example of American federal-style architec- 
ture, an Americanization of a foreign model: the central riverfront 
pavilion of Sir William Chambers's Somerset House in London, 
begun in 1778. The state house dome, which had been sheathed 
in copper by Paul Revere in 1802, had been transformed by the 
application of gold leaf in 1874, becoming conspicuous not only 
for its profile but also for its color. 

After a history of complications regarding its ownership and 
uncertainty regarding its use, the Public Garden also had been 
altered shortly before Simmons painted it.^"" The parallelogram of 
land on which it stood was originally the lower part of Boston 
Common, a forty- five-acre eyesore of marsh and mudflats at the 
foot of Beacon Hill. It was designated for development as a park 
in 1859, possibly in response to the creation of New York's 
Central Park.^^ 

The plan selected by the special committee appointed by the 
Boston City Council to improve the Public Garden had been 
formulated by Boston architect George F. Meacham and had 
been made more picturesque and irregular by the city engineer, 
James Slade. Completed by the early 1860s, the Public Garden 
became a source of pride to Bostonians. Moses King, a leading 
chronicler of late nineteenth-century American urban develop- 
ment, boasted in 1881 that "in the past twenty years the old 
marsh land has been transformed into one of the most delightful 

24 acres in this country, — in fact, into a small paradise In the 

Public Garden the Boston people take great pride, and have been 
so generous in its improvement, that every one who passes 
through it speaks with unbounded enthusiasm in its praise." 
Abundant flowers, plants and trees, gravel-lined paths, and 
many commemorative sculptures and fountains marked the new 
landscape, with meandering pathways contrasting with a strong 
east-west axial avenue. The Lake, an irregularly shaped four-acre 
pond, was constructed at the center of the park, and a heavy 
single-span stone bridge was erected over the pond in 1867.^^ 

In Boston residents' easy access to the Charles River and the 
presence of numerous large open areas, such as the Common 
and the Public Garden, as well as the existence of convenient 
transportation to rural suburbs, retarded park development in 
the late nineteenth century. Bostonians may, indeed, have felt 
complacent because they were closer to rural refreshment than 
New Yorkers were. In any case, little land was available within 
the city proper for development as parks that could rival New 
York's Central Park or Brooklyn's Prospect Park. Nevertheless, 
the public park effort in Boston had gathered force beginning in 
the 1860s. Before the areas surrounding Boston became too 
densely populated, land was reserved, and the city began to 



establish a centrally controlled system of rural parks in the 
adjacent annexed towns, or streetcar suburbs, of Roxbury, West 
Roxbury, and Dorchester, as well as in the more distant suburbs. 
By the turn of the century these venues would participate in a 
great network designed by Olmsted in the 1870s that combined 
small individual parks, a larger main park at West Roxbury, and 
scenic boulevards and passageways.^'^ 



Refuge and Recreation: Painters of the New 
Century in Urban Parks 



If ever snow looked buoyant and cheerful it is that which 
escapes over the piles of brick and stone to the compara- 
tively natural environment of the Park, 

RAYMOND S. SPEARS {1900) 

New York, by contrast with Boston, depended on urban parks to 
offset the extreme growth of its infrastructure and population. A 
number of painters of modern life drew inspiration from these 
important urban sites after the turn of the century, retreating 
into them from the harsh realities of the surrounding city, as 
Ghase had done. As we have noted, the mood of Chase's park 
paintings was contemplative, recalling the ideal Olmstedian 
venues of the 1870s rather than reflecting the atmosphere of the 
parks as they existed when he pictured them; his genteel figures 
interacted quietly or enjoyed solitude even in the presence of 
others. Although the parks of twentieth-century New York were 
now more accessible and more crowded than they had been in 
the Impressionists' day. Realist artists modified Chase's sugges- 
tions of gentility only slightly, continued to pursue his euphemis- 
tic approach, and portrayed these sites as charming, refined, 
quasi-rural refuges. The Realists' emphasis on remnants of the 
parks' bucolic tone is altogether at odds with facts recorded in 
other media after the turn of the century. By 1907, for example, 
the New York Herald would describe the "deplorable deteriora- 
tion of the parks and squares of this city" and "the riffraff of 
humanity" in Washington, Union, and Madison squares, and in 
Central Park, "which has its full quota of . . . tramps these days," 
commenting that "many a tract intended as an oasis where 
self-respecting working men or tired toilers might rest . . . and 
women and children might go for outings and exercise, is now 
practically in the possession of the idle and the vicious . . . [and] 
the air is tainted by diseased and filthy vagrants who have almost 
driven away those for whom the parks were intended."^^ 

In Central Park in Winter (fig, 145), William Glackens not 
only turns attention to the park as a refuge from urban realities 
but also shows it blanketed in snow. The members of the Ashcan 
School, to which Glackens belonged, often portrayed New York 
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in winter not as a pretext to exaggerate city hardships but rather 
as an excuse to soften the edges of the urban experience. 
Glackens's painting — one of several he did of Central Park and 
Washington Square — includes some relatively democratic sub- 
ject matter that Chase would have avoided, and his technique is 
coarser, more spontaneous, and more rugged than the Impres- 
sionists'. Yet the image is only marginally less genteel in spirit 
than the park scenes portrayed by the older artist ten or fifteen 
years earlier. Central Park in Winter recalls Chase's prototypes 
but also stands apart from them in seeming to consolidate the 
sort of captioned glimpses of Central Park that Glackens pro- 
vided for a magazine article of 1900 and to invite a similarly 
episodic reading. 

Glackens's painting immediately announces itself as a depic- 
tion of an urban park rather than a rural expanse. The figures 
are a collection of unrelated individuals gathered for just a 
moment, not a group involved in an organized activity, such as a 
country excursion. The assemblage of people of fashion, middle- 
class citizens, and the poor on common ground suggests the 
realization of Olmsted and Vaux's democratic intentions; re- 
gardless of class or age, they all pursue pleasure. 

Unlike rural children, who can play outdoors alone, the city 
children who are shown here — many of whom are too young to 
come to a park unaccompanied — are supervised by adults. In the 
right foreground is a middle-class or upper-middle-class woman 
dressed in expensive city clothing: stylish hat over upswept 
hair, skirt well above the ankles, long fur-trimmed jacket, and a 
muff over her right hand. The swellings of her dark hat and 
jacket echo and interlock with those of the tree against which she 
casually leans. Here the intention of the painter may have been 
parodic. He was, after all, a former artist-reporter who typically 
caught figures in characteristic fleeting poses and droll situations 
and a great admirer of Honore Daumier's. He nonetheless 
invites us to consider the harmony between the tree and the 
woman and, by extension, between the park itself and the people 
who visit it. This woman, larger than any other figure and 
silhouetted against the snowy field, mediates between the scene 
and the viewer of the painting. Unlike women who stroll or sit in 
Chase's pictures, she is not turned away from us and self-absorbed. 
She seems quite modern, even bold, in comparison with Chase's 
women, stretching out her arm to seek the tree's support, 
crossing one ankle in front of the other in a slightly indecorous 
pose, and engaging the viewer with her glance. Her fashionable 
dress suggests that she is not a nurse, although, as she faces us, 
she also seems patiently to oversee the activities of the little girl 
in the immediate foreground, who holds the rope of a sled. 

Bundled against the cold, this child wears a fur jacket from 
beneath which her dress peeks out; stockings and gaiters 
cover her lower legs and the tops of her shoes. Well bred, she 
seems impeded in her movements by her patrician costume and 



by her guardian's expectations of decorum. By contrast, behind 
her is a less grandly dressed girl, who vigorously pulls a sled up 
the hill. Toward the left is a line of boys who will sled with 
abandon down the slope to the snowy field below. The activated 
shapes of the livelier, apparently less affluent children fan out 
above the fulcrum that the well-behaved little girl provides. The 
dualities of behavior seem to illustrate the impact of differences 
in social class on children's activities in the park in winter that a 
writer of 1900 observed: "Some little tots . . . [pack] uneven 
snowballs and [throw] them at any one near by, screaming and 

rolling over for glee But there is many a child so richly 

dressed that the nurse clings to it and chides lest the lovely 
garments get a little snow on them."^*^ 

Along the ridge of the hill, at the left edge of the canvas, a 
woman accompanied by a man and an older woman wheels an 
open perambulator. The man wears a fashionable bowler with 
an upturned brim and a duster, possibly of fur; the old woman is 
veiled and is the grandmother, perhaps, of the pram's occupant. 
Other children fill the snowfield, while their adult companions 
stand in the middle -ground path or sit on benches and complete 
this altogether agreeable scene. Glackens's suggestion of the 
genial pleasures of New York's winter is typical of the artist and 
distinguishes him temperamentally from the French painters of 
modern life who inspired him. Although he recognized the 
analogies between Glackens's subjea choices and those of Degas, 
the American's champion Albert E. Gallatin saw that,Glackens 
was the archetypal optimist and concluded: "The great differ- 
ence between Degas and Glackens is that where the former too 
often seeks for the ugly and repulsive, the painfully sordid, the 




Fig. 144 Central Park, winter, 1898. Photograph: 
Museum of the City of New York, The Byron Collection 
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Fig. 145 William Glackens. Central Park in Winter, ca. 1905. Oil on canvas, 
25 X 30 in. (63,5 X 76.2 cm). The Metropolitan Museum of Art, New York, 
George A. Hearn Fund, 1921 21.164 
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ultra prosaic, the latter looks only for what gayety and humour 
he may discover in the scene. And Glackens is none the less a 
faithful recorder, and unflinching realist, because his sympathetic 
pencil is never dipped in gall, as in the case of the brutal brush of 
the cynical Degas."^^ 

Glackens's painting is distinctive and memorable most of all 
because of its sharp juxtapositions of light and dark and its 
palette that expresses the blue chill of the snow. These traits 
make his picture resonate with contemporary observations on 
the experience of Central Park in winter, including the following 
remarks of 1900: *'Not only will the snow be interesting to 
contemplate, but the people one meets, and all the surroundings, 
have a new charm; for the snow has a distinctive way of bringing 
out angles and curves, and there are many chances of making 
unexpected discoveries."^"^ 

Snow also obscured the distinction that Olmsted and Vaux 
had sought to create between the areas of Central Park devoted 
to contemplation and those devoted to active play. The excite- 
ment of a snowfall liberated children and adults from normal 
rules — as it still can — and park visitors may have been more 
inclined than usual to stray from the paths when their edges were 
buried in snow. The writer of 1900 noted: "In every direction 
lead asphalt paths, wide enough for six, to which one must keep 
during most of the year. But a fall of snow opens the way to any 
place in the Park."^^ 

We cannot judge in Glackens's painting whether the area 
depicted is officially and permanently or only temporarily dedi- 
cated to active rather than contemplative pleasures. In either case 
Glackens's figures are far more directly engaged with the experi- 
ence of nature that the park could offer than those portrayed by 
Chase might ever have been. By comparison with the casually 
posed figures in Glackens's painting, the people caught in some 
of the great and frequently reproduced Byron photographs of 
similar scenes (see fig. 144) seem quite constrained. Showing his 
city folk so actively and literally connected with elements of the 
park landscape — touching the trees, sliding on the slopes, wad- 
ing through the snow — Glackens suggests that these urbanites 
can immerse themselves in restorative nature despite the impedi- 
ments of their city costumes and manners. His park visitors are 
embedded like jewels in the snowy slopes, dwarfed by the broad 
calligraphy of dark tree trunks, becoming colorful accents in the 
natural expanse. The park itself and the painter who portrays its 
winter pleasures keep the city and its winter hardships at bay. 

Glackens's view of Central Park is energized by his vigorous 
brushwork and by the sinuous forms of the lively children he 
depicts, but the mood of the canvas is subdued by the cool pal- 
ette and the rhythmic armature of dark tree trunks. By contrast, 
the keynote of Maurice Prendergast's park scenes is the brilliance 
of summer. In his Central Park (fig, 147), for example, Prendergast 
captures the festive energy of the park, the press of humanity 



there, on a sun-drenched day when the spot is an irresistible 
magnet for a varied crowd.^"* 

Bostonian Prendergast had been exposed to the contemporary 
art scene in Paris between 1891 and 1894 — especially to the 
paintings of Degas, the posters of Henri de Toulouse-Lautrec, 
and the paintings and prints of Nabis Pierre Bonnard and 
Edouard Vuillard (including his panels of a Paris public garden 
[fig. 146], shown in 1894). After finding in their works inspira- 
tion for images he executed of Parisian parks, streets, and 
boulevards, Prendergast had returned to Boston. He brought 
with him an appreciation of the expressive potential of the 
common corners of the contemporary city and a willingness to 
use the saturated, often arbitrary palette of the Nabis to convey 
the spirit of sites around and in Boston; he also seems to have 
transferred the densely patterned claustrophobic surfaces of 
Vuillard's interiors to some of his own outdoor work. Almost 
immediately upon his arrival home, he had begun painting at 
suburban Franklin Park — the former West Roxbury Park, 
rehabiUtated between 18 81 and 1886 according to plans by 
Olmsted^ ^ — and in the Public Garden. 

Prendergast's delight in portraying all sorts of people — adults 
and children, servants and those whom they serve — enjoying 
bustling, democratic recreational spaces set him apart from the 




Fig. 146 Edouard Vuillard. 
Under the Trees, 1894. Glue- 
based paint on canvas, 84 'A x 
38 in. {214 X 97.8 cm). The 
Cleveland Museum of Art, Gift 
of the Hanna Fund 53.212 
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Fig. 147 Maurice Prendergast. Central Park, ca. 1908-10. Oil on canvas, 
10V4 X 27 in. (52.7 X 68.6 cm). The Metropolitan Museum of Art, New York, 
George A. Hearn Fund, 1950 50.25 
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Boston School of artists in expressive terms, as his Roman 
CathoHc, working-class background set him apart from them in 
personal terms. The Boston School — Edmund C. Tarbell, Joseph 
Rodefer DeCamp, and Frank W. Benson, in particular — celebrated 
their Brahmin patrons' values, socialized with and emulated 
these aristocrats, and, accordingly, preferred to depict upper- 
class, cloistered, solitary women in refined interiors or in the 
private resorts that the wealthy visited. Prendergast, on the other 
hand, was attracted to more modern women, newly independent 
and situated in new spaces — the public parks — which were 
perceived at the turn of the century as important components 
and signifiers of American democracy.^^ . 

In his Large Boston Public Garden Sketchbook (see fig. 148), 
Prendergast recorded in watercolor, pencil, and pen-and-ink 
vignettes of the Boston site between 1895 and 1897.^^ His 
portrayals of it in this sketchbook suggest that he was aware of 
resonances between places he had visited or seen depicted in 
Paris and this American park, but that he was sensitive to the 
Public Garden's specifically American and Bostonian traits and 
to its importance as a setting for every kind of small domestic 




Fig. 148 Maurice Prendergast. Large Boston Public 
Garden Sketchbook, p. zir, 1895-97. Watercolor 
over pencil on paper, 14V4 x 11V4 in. (36.2 x 28.6 cm). 
The Metropolitan Museum of Art, New York, Robert 
Lehman Collection, 1975 1975. 1.944 



incident. Prendergast's Public Garden studies reflect this urban 
park's appeal to mothers and nurses who pushed baby carriages 
along its walkways; to pretty and fashionably dressed young 
women who showed off their finery on sunny afternoon strolls 
or sat on its characteristic slat benches (rather than on the chairs 
that furnished the Tuileries); to children who played games, rode 
tricycles, explored its paths, and sat and cHmbed by its pools and 
fountains; and to visitors of all ages who found in it a refuge 
from the clamor of Boston's streets. Prendergast also features in 
many of these studies the PubHc Garden's botanical treasures, 
which were a source of great pride to contemporary observers. 

Travel in Italy in 1898 and 1899 reinforced Prendergast's 
predilection for city imagery, especially for Venetian piazzas and 
processions. During visits to New York between 1900 and 1903 
he portrayed Central Park in a number of delicate, richly de- 
tailed watercolor impressions. In Central Parky his only oil 
painting of the site, Prendergast condenses the sort of episodes 
that he had explored in individual sheets of the Large Boston 
Public Garden Sketchbook and reiterates the vocabulary of 
architectural armatures and lively processions that had charac- 
terized his Venetian watercolors. The painting, which has been 
titled Central Park in 190 3 , may record a scene of that year. It 
includes women in dresses and hats whose silhouettes were 
popular at that date and among vehicles shows neither bicycles 
nor automobiles but only the horse-drawn carriages that still 
would have dominated park transport in 1903. Yet the mastery 
of technique suggests that Prendergast reworked the picture five 
or more years after its original execution; a date as late as 
1914-15 has recently been proposed for it.^^ If the painting is a 
retrospective Vision, Prendergast may be said to have followed 
Chase in providing a nostalgic view that emphasizes the park's 
earlier, more genteel aspect and ignores the overcrowding about 
which commentators increasingly complained as the twentieth 
century unfolded. 

However, by comparison with any of Chase's park scenes — 
and with Glackens's Central Park in Winter as well — Prender- 
gast's Central Park is a livelier distillation of the site's flavor. 
The artist uses dense and opaque oil pigments to develop blunt 
juxtapositions of complementary colors and to tease the viewer's 
eye with complex proto-Synchromist whirls of form. Yet he 
tempers any sense of disorder by coordinating the impression of 
energy with flat decorative patterns disciplined by broad hori- 
zontal bands that emphasize the two-dimensional plane of the 
canvas. 

These bands also comment on the fundamental landscape 
architecture of the park. Olmsted and Vaux had laid out corri- 
dors to separate the various forms of traffic to see "that the 
enjoyment of one class of visitors must not be allowed to inter- 
fere with that of any other" and especially to insure a quiet, 
meditative experience of beautiful nature.^^ They provided trans- 
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Fig- 149 John Sloan. The Picnic Grounds^ 1906-7. Oil on canvas, 24 x 36 in. 
(61 X 91.4 cm). Whitney Museum of American Art, New York, Purchase 41.34 



verse traffic roads for crosstown access by practical vehicles and, 
within the park, a tripartite system of circulation accommodat- 
ing carriageways, bridle paths, and footpaths. 

In Central Park Prendergast diagrams part of the system of 
pathways. He ignores the utilitarian transverses but shows 
pedestrians, horseback riders — principally women in still fash- 
ionable sidesaddle costumes — and carriages segregated in three 
successive horizontal bands. "^^^ Equestrian traffic dominates and 
attests to the keen interest that park driving and horseback 
riding evoked in the period. According to a writer of 1905, eight 
thousand to ten thousand horses graced the park every day in 
spring and autumn, and the most extravagant equine display was 
associated with "that impressive pageant which is put on each 
afternoon between the hours of four and seven, and which is 
fondly and frequently referred to by the newspapers as 'the 
fashionable Park parade.' "^^^ It is the spirit and energy of that 
parade that infuses the surface of Prendergast's canvas. Nature, 
which had become increasingly restricted in Chase's park im- 



ages, here is reduced to a few tree trunks that punctuate the 
composition at intervals, acting like bar markers on a musical 
staff in which the notes are the curved shapes of strollers, horses, 
and carriage wheels. If there is a musical analogue to the 
painting, it is a lively march, not a stately pavane! 

By contrast with the relatively elegiac mood of Glackens's 
Central Park in Winter and even with Prendergast's lively, if 
nostalgic. Central Park^ John Sloan's Picnic Grounds (fig. 149) 
resounds with raucous energy. It is upon this sort of urban genre 
painting that critical esteem for Sloan's art largely rests. The 
scene is a public park in Bayonne, New Jersey, across the Kill van 
Kull from New York City. Sloan's diary tells us that he had made 
a visit there on May 30, 1906, Decoration Day, and "watched 
picnic grounds, dancing pavilion, young girls of the healthy lusty 
type with white caps jauntily perched on their heads" and also 
that on June 2 he had "started painting a memory" of the 
place. Many years later, in 1939, in his book Gist ofArt^ he 
wrote again of the "scene in which these adolescent boys and 
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girls frolic like bear cubs," remarking on "the grin that sur- 
rounds the golden tooth" of the young man who appears behind 
the central tree and complimenting himself on the painting's 
"fine greys and whites" and "easy, active graphic character of 
execution."^°^ 

Although Sloan did not complete The Picnic Grounds until 
February 1907, his vigorous brushwork bespeaks a rapid execu- 
tion that echoes the spontaneous mood pervading the scene and 
animating the youngsters who are portrayed on their holiday 
outing. The bandstand in the left background is decorated with 
patriotic bunting. A young man and two young women in the 
middle ground sit quietly at a picnic table on which the remnants 
of their meal are scattered. A second group, in the foreground, 
consists of three girls "of the healthy lusty type" who cavort and 
flirt with the gold-toothed young man. The skirts and blouses 
and garish makeup of these more active girls identify them as 
working class; their short skirts indicate that they are no more 
than fifteen years old. They sport caps of the sort worn by cricket 
players, which emphasize their energy and suggest that their 
flirtation is another sort of game. The object of the girls' atten- 
tions raises his left arm to hold off their advances and takes shel- 
ter behind the central tree. As Patterson Sims has observed: "By 
comparison with the conventional, contemporary depictions of 
women — perceived as silent, confined, and inactive — Sloan's 
females are communicative, joyous, and lively. The Picnic Grounds 
was conceived in a democratic spirit: whether talking or at play, 
the men and women are treated as equal beings, co-workers 
delighting in a special day off."^^^ Certainly Sloan's women are 
liberated from the genteel behavior to which they had been 
assigned not only by Chase but also by Glackens and even 
Prendergast in their own portrayals of urban parks. 



The Urban Landscape Made Beautiful 



[A] shabby corner ...is not unpicturesque when veiled by 
night and a rainstorm. 

MARIANA GRISWOLD VAN RENSSELAER {1892) 

If the whole thing were only covered with snow and made 
beautiful. 

JOHN H. TWA C HTM AN (19OZ) 

When, in the 1890s and early 1900s, the repatriated American 
Impressionists and the American Realists settled in the cities, 
especially New York, they confronted increasingly unattractive 
evidence of extreme urban growth and change. Drawn to urban 
imagery nonetheless, the American painters of modern life, as we 
have seen, often chose to portray the parks: these urban venues 



offered some relief from cities that were perceived as "too big, 
too built up, too crowded, diseased, polluted, artificial, overly 
commercial, corrupting, and stressful."^*^^ The American Impres- 
sionists in the city also took refuge from the heart of the too- 
challenging metropolis by depicting urban panoramas, especially 
the expanses of the forty-four miles of waterfront that sur- 
rounded New York City.^°^ Encoding the city's power, activity, 
and new technology within a pastoral tradition, they painted 
some of their most exceptional and successful works in these 
sweeping views that captured New York's monumentality from a 
distance and juxtaposed natural features with construaed and 
invented elements. In such modem landscapes the American 
Impressionists obeyed the same escapist inclinations that moti- 
vated their scenes of the unspoiled or gently domesticated 
countryside and of urban parks. For they tended to show the 
city "made beautiful" by romantic night light; by a veil of haze, 
rain, or snow; or by an editing that eliminated or ameliorated 
ugly features. The American Realists broke only gently with this 
pattern of urban euphemism, and they reveal in their urban 
landscapes, as in their park scenes, complex continuities and 
contrasts with analogous works by their American Impressionist 
predecessors. 

Willard Metcalf 's rare New York pictures are a case in point. 
Two of them. Battery Parky Spring and Early Spring Afternoon 
— Central Park (figs. 150, 151), offer bird's-eye views of city 
parks, where greenery, sky, and water balance or mitigate such 
signs of modern progress as the railroad and the skyscraper. In 
Battery Park, Spring the artist places some of the new realities of 
the city at the heart of his composition and demonstrates, as a 
contemporary critic put it, "the pictorial interest that resides in 
familiar things."^°^ He acknowledges two very dissimilar realms 
in his juxtaposition of railroad and park. This dichotomy is 
underscored by differences between his treatment of the elevated 
railroad, which is depicted in dark earth tones applied with 
breadth and fluidity, and of the park, which is represented in 
bright greens and yellows brushed on in light, feathery touches 
that recall the colors and strokes used in his New England 
landscapes. The elevated railroad track twists through the 
center of the painting (as it did through the park) and comes to 
an abrupt end, cut off by the picture's edge; the train, puffing 
smoke, wends its way toward riders who congregate at its next 
stop; and in the distance the mercantile activity on the river is 
suggested by boats, barges, and piers. 

Battery Park, a slice of green along the Battery, on the 
southern tip of Manhattan, had undergone a series of transfor- 
mations between the time it was laid out as a public park at the 
end of the seventeenth century and the year Metcalf painted it. " ^ 
This is an area with a past: "New York was born here at the 
water's edge, on the Battery," which was a place associated with 
"historical events and past social splendors," explained a com- 
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Fig. 150 Willard Metcalf. Battery Park, Spring, 1902. Oil on canvas, 26 x 29 in. 
(66 X 73.7 cm). Private collection 
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Fig. 151 Willard Metcalf. Early Spring 
Afternoon — Central Park^ 1911. Oil on 
canvas, 36V8 x 36 in. (91.8 x 91.4 cm). 
The Brooklyn Museum, New York, 



Frank L. Babbott Fund 66.85 



mentator in 1 8 8 6. ^ ^ ^ The Battery's heyday was the second quarter 
of the nineteenth century, when Castle Garden, originally a fort, 
was converted to a summer garden and concert hall that featured 
such celebrities as soprano Jenny Lind and productions mounted 
by impresario P. T. Barnum. As fashionable New York moved 
farther uptown. Castle Garden fell upon hard times; in 1855 it 
became an immigration station that processed some 8 million 
people under disgraceful conditions. Until 1890, when an 
investigation revealed abuses at Castle Garden, the Battery was 
often filled with recent arrivals like those depicted by Charles 
Ulrich in his In the Land of Promise — Castle Garden (fig. i); 
their presence, thought Viola Roseboro, gave the park "an air of 
heterogenious [sic] foreignness whose catholicity is unsurpassed 
by even the mise en scene of an average comic opera."^ 

Even after Castle Garden ceased to process immigrants. 
Battery Park remained a haven for New York's lower classes, 
including many of the newly settled residents of the Lower East 
Side, who could not escape to the country. Describing this 



particular park as "most attractive," Mariana Griswold Van 
Rensselaer catalogued its benefits in 1901: "Battery Park ... is 
always cooled by the breath of the sea, and it shows in the fore- 
ground a cosmopolitan variety of human types, in the back- 
ground a splendid stretch of dark-blue water and innumerable 
swiftly moving lights."^ Metcalf 's distant vantage point makes 
it impossible to determine the class or ethnic background of the 
riders waiting on the platform or to guess the sociocultural 
connections of the few figures shown on the lawns and paths 
beyond. But these details do not concern the artist; instead the 
verdant landscape, the river, and the modern modes of transpor- 
tation that cross them are clearly his principal subject. 

Metcalf the euphemist ignores not only the immigrant types 
who flocked to the Battery but also the park's new popularity. 
For in 1902, the year he painted the park. Castle Garden, which 
had been operating as an aquarium for six years, was taken over 
by the New York Zoological Society, a change that greatly en- 
hanced its appeal as a tourist attraction. Of this development 
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Metcalf's sparsely peopled lawns offer no hint. Also in 1902 the 
elevated railroad, which had encroached on the park since 1877, 
was electrified, eliminating the "noisy little coal-burning loco- 
motives" that had previously disturbed the park's tranquillity. 
Perhaps nostalgic impulses, so important to the American Im- 
pressionists, motivated Metcalf to record the older smoke-puffing 
steam locomotive before it passed away in the face of progress. 
New Yorkers were ambivalent about the railroad in the Battery, 
and Metcalf felt impelled to soften its dark presence in his canvas 
with greenery. Although one writer of 189 1 detested the railroad 
enough to castigate it as "the Elevated snake" and "a menace to 
the loveliest spot in the City,"" ^ the critic James Huneker, writing 
in 1915, accepted it as "ugly but characteristic." But Huneker 
was associated with the Realists, the artistic successors of Metcalf 
and the other American Impressionists, and he revealed the 
changes in taste that separated the two generations of painters of 
modern life when he confessed his attitude toward the park and 
its intruder: "I'm afraid I can't see in our city anything down- 
right ugly — it is never an absolute for me; as Dostoievsky said, 
there are no ugly women." 

Much more euphemistic with respect to urban realities than the 
typical Realist response is Metcalf's Early Spring Afternoon — 
Central Park^ painted from the window of the artist's apart- 
ment on Central Park West. The scene recalls earlier works by 
Metcalf's friend Hassam, who moved to New York from Boston 
about the same time as Metcalf did. For such paintings as Union 
Square in Spring (fig. 171) Hassam had adopted an elevated 
vantage point (which he in turn had borrowed from Monet and 
other French Impressionists), suggesting the activity of the park 
only from a distance and diminishing the size of the tall buildings 
surrounding it by keeping them in the background, beyond an 
ingratiating pattern of grass and trees. Metcalf employs the same 
strategy in his view of Central Park: although his site was less 
challenged by the incursion of high buildings than the Union 
Square that Hassam had painted fifteen years earlier, Metcalf 
takes no chances in his apparent attempt to preserve as rural an 
aspect in the scene as possible. He keeps the distant buildings 
lining Fifth Avenue shrouded in haze and focuses on a screen of 
budding trees and a series of lawns, paths, areas of water, and 
patches of foliage to suggest walking, horseback riding, or 
rowing — some of the many leisure activities New Yorkers could 
pursue in the park. Wrote Huneker of the painting a year after 

its completion: "The air is lazy, it shimmers in the distance 

You seem to be gazing upon the shapes of some remote Eastern 
city, with its palaces rearing skyward, its turrets, minarets, and 

mosque The entire picture is bathed in mystery, and it is hard 

to realize that it is the familiar New York."^^^ 

When the painters of modern life found their subjects on the 
edges of Manhattan Island, they sometimes looked out toward 
its surrounding rivers and captured the appearance of areas 



where the conflict between nature and human intrusion in the 
landscape is most evident. Between 1910 and 191 5, for example, 
Ernest Lawson devoted himself to subjects such as that por- 
trayed in Spring Night, Harlem River (fig. 152), which shows 
Washington Bridge, spanning the Harlem River at i8ist Street, 
between Manhattan's Washington Heights and the Bronx, at a 
height of some no feet. ^ ^° This was one of many bridges, tunnels, 
and subways that connected Manhattan Island and the Bronx, 
Brooklyn, and Queens, which had been consolidated in 1898, 
along with Staten Island, and it served traffic that was by 1913 
largely motorized.'^' The wide arches of Washington Bridge, 
built between 1887 and 1889, made it an engineering feat that 
from the first attracted the interest of documentary photogra- 
phers, among them William Henry Jackson. Jackson recorded 
the bridge's appearance only a year after its completion (fig. 153). 

Unlike the photographers, Lawson has depicted the structure 
of stone piers and steel arches with an eye guided more by the pur- 
suit of drama and design than by topographical accuracy. Look- 
ing east toward the Bronx from the sloping bank of the river on 
the Manhattan side, Lawson portrayed the bridge at an angle 
that dramatically foreshortens its second span. This span springs 
from piers on the Bronx shore and supports the roadway that 
carries traffic over railroad tracks along the river's edge. The 
painter also virtually ehminates a series of masonry arches that 
Hnks this span to the bluff, and he edits out the speedway 
beneath the bridge, as well as the paths and stairways used by 
strollers seeking relaxation (see fig. 154). Lawson's artistic inter- 
vention is made evident by comparing his picture with a fuller, 
more informative — and more mundane — account of the subject 
written by Walter Prichard Eaton two years after the painting 
was completed: "In front of us the bridge leaves the bank by 
three stone arches before the first steel span makes its leap. 
Above these arches roll trolley cars and motors and carriages and 
drays, with a ceaseless procession of pedestrians beside the rail. 
The great structure is doing its appointed work."^^^ The ap- 
pointed work is hardly apparent in Lawson's portrayal; even 
the buildings that have invaded this formerly rural area to line 
the shore and punctuate the distant bluff are barely visible in the 
cool blue moonlight that bathes the scene and evokes a decidedly 
romantic mood. 

Although Lawson exhibited his paintings with the rebellious 
Eight, his style and his treatment of landscape subjects such as 
Spring Night, Harlem River ally him closely to the older Ameri- 
can Impressionists, particularly his teachers Weir and John H. 
Twachtman. Like them, he idealized aspects of modern industry 
and transportation, showing bridges and rail lines that coexist 
harmoniously with the surrounding landscape. Weir's Red Bridge 
and Bridge: Nocturne (Nocturne: Queensboro Bridge) (figs. 69, 
155) provide, respectively, a rural and an urban analogue to 
Lawson's painting of Washington Bridge. In the New York scene 
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Fig. 152 Ernest Lawson. Spring Night, Harlem River, 1913. Oil on canvas 
mounted on wood, 25V8 x 30V8 in. (63.8 x 76.5 cm). The Phillips Collection, 
Washington, D.C. 1191 
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Fig. 153 William Henry Jackson, The Harlem River, 
ca. 1895. Photograph, 165/3 x 22 in. (42 x 55.9 cm). 
Museum of the City of New York, Donated by Miss 
Bartlett Cowdrey 48.61.2 



Fig. 154 Washington Bridge and the Speedway — 
Harlem River looking south, from Jesse Lynch 
Williams, "The Water-Front of New York,** Scribner's 
Magazine 26 (October 1899), p. 396 



Fig. 155 J. Alden Weir. The Bridge: 
Nocturne (Nocturne: Queensboro 
Bridge), ca. 1910. Oil on canvas 
mounted on wood, 29 x 39yk in. 
(73.7 X 100.3 cm). Hirshhorn 
Museum and Sculpture Garden, 
Smithsonian Institution, Washington, 
D.C., Gift of Joseph H. Hirshhorn, 
1966 66.5507 
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Weir reduces the visual diversity of the city to a nearly abstract 
pattern: blue darkness and yellow lights representing illumi- 
nated rectangles of windows on the buildings; flashing head- 
lights implying movement in the street below; and twinkling 
dots of light outlining the distant bridge that crosses the East 
River, linking Manhattan to Queens. 

Moreover, Lawson shares with Weir a poetic and Whistlerian 
approach to the urban scene; significantly, both artists show 
their bridges at night. Van Rensselaer's appreciation of nocturnal 
views of the city, published in 1892, announces the romantic 
reasons that Weir and other American Impressionists — including 
latter-day practitioners such as Lawson — chose to paint the city 
after dark: "The abrupt, extraordinary contrasts of its sky-line 
are then subdued to a gigantic mystery; its myriad, many-colored 
lights spangle like those of some supernally large casino; and 
from the east or south we see one element of rare and solemn 
beauty — the sweep of the great bridge, defined by starry sparks, 
as though a bit of the arch of heaven had descended to brood 
over the surface of the waves."^^^ 

Duncan Phillips, an early collector of the work of Lawson, as 
well as that of Twachtman and Weir, perceived that these three 
painters possessed similarly poetic and subjective temperaments 
and compared them to their French predecessors. "Lawson, 
profiting by Monet's experiments, loves the seasons and their 
lights for the sensations and emotions which they give," noted 
Phillips in 1917.^'^'* Here he touched on a devotion to portraying 
the changing times of the year that Lawson shared with other 
turn-of-the-century painters who sought the reassurance that the 
cycle of nature provided in the face of increasingly unpredictable 
modern life. Phillips continued, "Lawson composes his colors as 
a romantic composer co-ordinates the orchestral strings, wood- 
winds, and brasses, upon the varied tones of which he builds his 
symphony." This choice of a musical analogy is a reminder of 
the artist's admiration for the nocturnes of Whistler, an admira- 
tion made particularly evident by the use of a tonal blue palette 
accented with flickering touches of yellow in Spring Night, 
Harlem River, Certainly this picture fulfills Whistler's dictum 
that the painter must create art for art's sake more effectively 
than it responds to Realist Robert Henri's insistence upon art 
for life's sake. 

George Luks's Roundhouse at High Bridge (fig. 156), another 
view of the Harlem River, also draws on the Whistlerian tradi- 
tion. ^"^^ The vantage point for this panorama is the western end of 
High Bridge at 170th Street and the Harlem River, the body of 
water that separates Manhattan's Washington Heights from the 
Bronx. Luks stood on High Bridge, which was built between 
1839 and 1848 and carried the old Croton Aqueduct across the 
river to Manhattan, looking south; Washington Bridge, Lawson's 
subject, was a third of a mile farther to the north, behind him. 



Across the river to the south, the Putnam (or Sixth Avenue) 
Railroad drawbridge at i6ist Street and MacComb's Dam Bridge 
at 15 5th Street are merely suggested by Luks. At the left of the 
composition, closest to the artist's vantage point, is High Bridge 
Station on the New York Central and Hudson River Railroad 
with its freight yards. Luks portrays the station as an imposing 
structure with at least two high domes. The roundhouse referred 
to in the picture's title occupied an area that ran from about 
166th Street south to 164th Street,^^^ The precise location of this 
roundhouse was of little interest to the artist; in the painting he 
reduces it to a dark silhouette that barely emerges against the 
billowing plumes of white and gray smoke generated by the 
steam engines. A dense industrial haze fills the purple and dull 
blue sky. Thus it is difficult to determine whether Luks exagger- 
ates the proximity of the roundhouse to High Bridge, as he 
exaggerates the curve of the river or whether the painting 
would be more accurately entitled High Bridge Station, 

Although no vehicular traffic was possible on High Bridge, 
a guidebook of 1892 reported that "there is a wide walk for 
foot-passengers, who are numerous in summer-time, attracted by 
the beautiful view, and the enjoyment of the park and picnic 
grounds at each terminus, and the open country at the eastern 
end."^^^ Clearly Luks eschewed recording pleasures or picnics, 
bright light and sunshine in his account of the site. Yet in 
choosing to portray atmospheric effects, he did not entirely 
reject what an Impressionist might have found attractive at High 
Bridge. Luks reveals his debt to the technique of the previous 
generation as well, for he applies his paint in delicate washes of 
color and enlivens the surface with feathery scumbles represent- 
ing the dissipating smoke. His technique and his dark tonal 
palette, accented with a few bright notes of color — the red 
service truck in the lower left and the reddish glow through the 
station windows — recall Whistler in particular. 

By 1913 Luks moved into a studio-residence in upper Manhat- 
tan that was a five-minute walk from High Bridge Park. Thereaf- 
ter the area he had portrayed in Roundhouse at High Bridge 
would become very familiar to him and would inspire him to 
paint such urban landscapes with increasing frequency. Although 
his new neighborhood was blessed with a parklike atmosphere, 
according to his friend Huneker,^^^ it did not appeal to him as a 
subject, and he pursued instead broader views of the city on the 
outskirts of his comfortable community. 

George Bellows, a student of both Henri's and Chase's, also 
turned his attention to New York's rivers and waterfront life. 
Beginning in 1908 he executed a series of pictures in which he 
shows the Hudson River as seen from Riverside Park. These 
landscapes, painted while the artist was exhibiting more daring 
views of the excavation of Pennsylvania Station, won him favor 
with the less progressive members of his audience. Yet they are 
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Fig. 156 George Luks. Roundhouse at High Bridge, 1909—10. Oil on canvas, 
}oV8 X 36 '/4 in. (77.2 X 92.1 cm). Munson- Williams-Proctor Institute, Museum 
of Art, Utica, New York 50.17 
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Fig. 157 George Bellows. Rain on the River, 1908. Oil on canvas, 32V^4 x 38^/4 in. 
(81.9 X 97.2 cm). Museum of Art, Rhode Island School of Design, Providence, 
Jesse Metcalf Fund 15.063 
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connected to the excavation scenes by their subject: in both 
sequences Bellows addresses the modernization of the city through 
the improvement and enlargement of the railroad system/ Most 
of his Hudson River scenes stress the broad expanse of the river 
and the Palisades opposite, but in Rain on the River (fig. 157) the 
primary focus is the rocky terrain of the park and the con- 
structed elements of the city and their encroachment on the 
landscape/^' 

Bellows painted this view of the park along the edge of the 
Hudson River from Riverside Drive in December 1908. In com- 
posing it Bellows could easily have been inspired by Metcalf's 
portrayal of Battery Park (fig. 150), which had been featured in 
the 1903 exhibition of The Ten. Metcalf and Bellows place equal 
emphasis on the train, a symbol of modernity, and both divide 
their compositions roughly in half along the bold diagonal of 
train tracks. Although he was a dedicated member of the Ashcan 
School, Bellows had close ties with Metcalf's generation of 
artists; in particular his connections were with Chase, who, as 
we have seen, was a devoted painter of the urban scene in the 
1880s and depicted not only the parks of Brooklyn and Manhat- 
tan but also waterfront images. 

As early as 1900 Sadakichi Hartmann had proclaimed that 
Riverside Park, designed by Olmsted in 1873, offered "a picture 
genuinely American in spirit" and had called attention to its 
comfortable juxtaposition of old and new elements, traits that 
would have attracted Bellows to the site: "Old towering trees 
stretch their branches towards the Hudson. Almost touching 
their trunks the trains on the railroad rush by. On the water, 
heavily loaded canal boats pass on slowly, and now and then a 
white river steamboat glides by majestically.'"^^ When Bellows 
painted Rain on the River ^ Riverside Drive, then the largest 
parkway along Manhattan's West Side, was being extended 
northward, with construction nearing completion after four 
years of effort. Plans included funding for the roadway itself and 
for two promenades, a bridle path, and landscaping. The next 
year, 1909, the park was lauded as an especially effective place 
from which to view the Hudson-Fulton Celebration Parade, and 
although Bellows is not known to have attended this well- 
publicized event, its occurrence would have reinforced his 
interest in Riverside Park and the vistas it offered of the mighty 
Hudson River. ^^"^ 

The broader appeal of the park for Bellows has been articu- 
lated eloquently by Marianne Doezema: 

Riverside Park exemplified the modern aspects of life in this twentieth- 
century city. The park was new and a particular object of civic pride. 
But it was more than just new: it was distinctly marked by the 
modern age, in the form of the railroad. Furthermore, the park itself 
was a slice of land strategically situated at the junction not only of 
the city and the Hudson, a major commercial thoroughfare, but also 



Manhattan and suburban regions to the north. The city side of the 
park, along Riverside Drive, was a site of rapid change and develop- 
ment. Such an area would naturally have attracted the attention of 
seekers after the new, the dynamic, the pulse points of urban 
energy. 

Bellows's representation of Riverside Park in Rain on the River^ 
which celebrated these innovative elements — the smoking train, 
the commercial piers, the boats that pass on the river — is dis- 
tinctly more modern than the picture offered in the bucolic 
descriptions of the park penned by less adventuresome contem- 
poraries. For example, a writer of 1900 enthused: "Along 
Riverside Drive one may discover a new country by descending 
from the gravelled or asphalt pavements upon the daisied banks 

that run down to the river There are rural features about 

Riverside. Butterflies flit about, eluding children who pursue 
them. Birds (alas! chiefly sparrows!) people the trees that here are 
large and umbrageous."^^^ 

Bellows shows the park under unpleasant weather condi- 
tions — shrouded by fog under leaden, rain-filled sky instead of 
blanketed by beautifying snow. Thus it is not merely modern but 
downright uninviting as well. He emphasizes the site's loneliness 
and inaccessibility by filling the raised foreground of his compo- 
sition with mammoth rocks that cut off any approach and 
working in a dark palette to convey the cheerless mood of the 
overcast day. A single figure braves the wet winds from the river, 
walking purposefully along the icy path with little in the way of 
natural beauty and no opportunities for pleasant recreation to 
tempt dalliance. Most of the action is in the area defined by the 
diagonal line of the river's edge and the railroad tracks that run 
along it. There a freight train passes, belching smoke that blends 
with the haze that hangs over the river; closer to the water's edge 
small figures load a horse-drawn cart; and on the river a few 
boats make their way to their destinations over icy water. The 
park fills half the canvas but seems to offer little relief from work 
or weather. 

The artist's biographer Charles Morgan observed of Rain on 
the River: "No picture of his ever expressed more forcibly the 
surge of the city toward its water-bound limits." Nevertheless, 
Bellows's choice of Riverside Park, where the impressive view of 
the Hudson is interrupted by railroad tracks and docks, draws 
attention to the often uneasy truce between the land and the 
river, between the city's business and its much needed recrea- 
tional spaces. 

Bellows provides another wintertime view of Riverside Park 
in A Morning Snow — Hudson River (fig. 158). Here we are 
closer to the river, on a rise above a pathway at its edge. The 
green benches, predictably empty in wet and chilly weather, 
remind us of the recreational purpose of the park. The benches 
are separated from the workaday world of the docks along the 
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Fig. 158 George Bellows. A Morning Snow — Hudson River, 1910. Oil on 
canvas, 453/8 x 63 V4 in. (115. 3 x 160.7 cm). The Brooklyn Museum, New York, 
Gift of Mrs. Daniel Catlin 51.96 
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river's edge only by a low metal railing, a dark green line of 
demarcation across a field of brilliant white snow. The distant 
figures — two on a dock near the building and boat at the left and 
eight trudging toward the pile driver on the right — are repre- 
sented summarily, with a few masterful strokes of pigment that 
convey the impression of their limbs, posture, and movement. 
The three principals in the foreground — a boy with an adult 
companion and a worker — are more fully realized, but even they 
are simplified radically. The face of the child is effectively 
reduced to a swirl of ocher pigment, and rapid, unmodulated 
touches of color — yellow, pink, flesh, and blood red — suggest 
the features of the man next to him. The stooped figure at the 
lower left seems to be clearing a path for these two pedestrians, 
whose leisurely pace contrasts noticeably with the gait of the 
men who struggle toward their work over snowbound terrain. 
The leafless trees and lifeless foliage and the frozen expanse of 
river water and snow, scarred by dirty tracks and crossed by blue 
shadows, that fills the center of the composition underscore the 
deadening effect of the season. 

Bellows heightens the sense of emptiness conveyed by the 
barren underpopulated view by relegating most of the tall 
vertical elements to the edges of the canvas — he groups the tree 
trunk and the masts of the docked boat on the left and the pile 
driver and cluster of tree trunks on the right, leaving the center 
open. These vertical features and the regularly spaced horizon- 
tals of the path, the metal railing, the wooden pylons along the 
dock, the edge of the ice, the band of cold river water, and the 
opposite shore create a gridlike compositional structure.^ Here, 
as in other paintings. Bellows utilizes a geometric armature that 
is at odds with the spontaneity and richness of his painting 
technique. Some creamy pigment is applied with a broad flat 
brush, even slapped on vigorously with a palette knife. The 
surface is heavily textured: long ridges of paint duplicate the 
striations of bark on the tree trunks; the bushes at the right are 
represented additively with paint laid on with brush and palette 
knife and subtractively with a pattern of calligraphic lines 
gouged into wet pigment with the wooden end of a brush; and in 
many areas lumps and drips of pigment with no representational 
meaning add to the visual impact of A Morning Snow — Hudson 
River without explicating its subject. 

Although far from poetic — as Metcalf 's Early Spring After- 
noon — Central Park or Lawson's Spring Night, Harlem River 
might be said to be — Bellows's Realist urban landscapes are, 
like their American Impressionist counterparts, the products of 
a vision that is perfectly satisfied to find inspiration in the 
periphery of the modern city, rather than to plunge into its 
chaotic center, and willing to invent selective and fundamentally 
artistic analogues to the actualities of experience, rather than 
to offer simple transcriptions. 



Beauty Removed from Urban Realities: Hassam on 
the Boulevards of Boston, Paris, and New York 



/ lived in Columbus Avenue in Boston / was always 

interested in the movements of humanity in the street y and I 
painted my first picture from my window. 

CHILDE HASSAM (1892) 

/ believe the thoroughfares of the great French metropolis 
are not one whit more interesting than the streets of New 
York, 

CHILDE HASSAM (189Z) 

As they had for their portrayals of parks and waterfront panora- 
mas, the American painters of modern life found inspiration for 
other cityscapes in the works of the French Impressionists, A few 
even pursued urban projects during their student years in Paris, 
despite the pressure that most felt to adhere to academic stan- 
dards, not only of technical execution but also of subject choice. 
Among these more daring Americans, Hassam was probably the 
most attuned to modernist urban imagery during his formative 
years. City scenes painted throughout his career celebrate char- 
acteristic vignettes of contemporary Boston, Paris, and, ulti- 
mately, New York and express the American Impressionists' 
tenacious devotion to genteel, optimistic, euphemistic, and na- 
tionalistic interpretations of modern life. 

Hassam had begun his career as a newspaper and magazine 
illustrator and as a watercolorist in the early i88os and had 
developed his oil-painting style through a variety of encounters 
with art and artists in Boston and in various European locales. In 
a series of relatively academic large-scale, tonal canvases painted 
in Boston about 1885, Hassam disclosed an interest in urban life, 
possibly under the influence of such popular Salon painters as 
de Nittis and Beraud, whose works he may have seen during a 
visit to Europe in 1883 (see figs. 131, 161),^^^ 

Boston's dramatic growth in the second quarter of the nine- 
teenth century was attributable to the arrival of great waves of 
immigrants, large numbers of whom were Irish. Destitute and 
often in poor health, crowds of newcomers settled in the North 
End and Fort Hill, quickly transforming these established neigh- 
borhoods into slums and driving out more prosperous residents. 
To accommodate those who were displaced, two huge landfill 
projects were initiated: the South End (begun in 1850) and the 
Back Bay (begun in 1857).'^^ 

Both of the new districts contrasted dramatically with Bos- 
ton's older neighborhoods, such as Beacon Hill, in their grid 
plans, their flatness, and their long avenues. Columbus Avenue, 
laid out in 1869, was the South End's main thoroughfare. Like 
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Fig. 159 Childe Hassam. Rainy Day, Boston, 1885. Oil on canvas, z6V8 x 48 in. 
(66.4 X 121.9 cm). The Toledo Museum of Art, Purchased with funds from die 
Florence Scott Libbey Bequest in Memory of her Father, Maurice A. Scott 19 5 6. 5 3 



Commonwealth Avenue, the east-west axis of the Back Bay, it 
embodied and expressed the new Boston. Designed to emulate 
the boulevards of Haussmann's new Paris, Columbus Avenue 
was lined with handsome swell-front red brick houses with high 
stoops and mansard roofs, its regularity punctuated with an 
occasional church spire. King proclaimed in 18 81 that the street's 
great width made it "one of the finest thoroughfares in Boston." ^"^^ 
Although, like the Back Bay, the South End had been intended 
for fashionable housing, it lost its luxurious air late in the cen- 
tury, when private dwellings were converted to lodging houses. 

Asked in 1892 how he had begun painting street scenes, 
Hassam recalled: "I lived in Columbus Avenue in Boston. The 
street was all paved in asphalt, and I used to think it very pretty 
when it was wet and shining, and caught the reflections of 
passing people and vehicles. I was always interested in the 
movements of humanity in the street, and I painted my first 
picture from my window." '"^^ Typical of his early Boston street 
views is Rainy Day, Boston (fig. 159), which features Columbus 
Avenue. Here Hassam depicts the junction of the avenue, leading 
toward the Common in the far left background of the painting, 
and Appleton Street, running toward the right. The site, near the 
intersection of Warren Avenue, was not far from Hassam's 
residence at zSz Columbus Avenue, on the left side of the block 



across the street from the Second Universal Church, whose spire 
iis visible in the picture's background. ^"^^ 

The choice of an unusual compositional strategy and a wet 
day as a subject suggests that Rainy Day, Boston may have been 
motivated by a desire for formal experimentation with a pano- 
ramic view of the joining of two streets, which leaves the central 
foreground empty, and rainy weather, which requires a masterly 
control of a narrow tonal palette. The fact that Hassam painted 
the same scene again from a closer vantage point in Columbus 
Avenue, Rainy Day of 1885 (Worcester Art Museum) would tend 
to support the conjecture that formal experiment was an impor- 
tant impulse for him. Perhaps Hassam sought in Boston a 
plunging perspective reminiscent of those exploited in modern 
Paris by Beraud in such paintings as The Church ofSaint- 
Philippe-du-Roule, Paris (fig. 161) or in a number of canvases 
by Nittis. Caillebotte's masterpiece Paris Street; Rainy Day 
(fig. 160) offers a provocatively similar analogue in terms of 
subject and composition but is an unlikely prototype because it 
was not on public display at any time Hassam could have seen it 
in Paris. A comparison between Hassam's Rainy Day, Boston 
and the Caillebotte points up the temperamental distance be- 
tween what Hubert Beck has characterized as the harmonious 
approach of the American to an "urban pastoral" and the 
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Fig. i6i Jean Beraud. The Church of Saint-Philippe- 
du-Roule, Paris^ ^^77- Oil on canvas, 23^8 x 317/s in. 
(59.4 X 81 cm). The Metropolitan Museum of Art, 
New York, Gift of Mr. and Mrs. William B, Jaffe, 
1955 55-35 



"fragmented and ambiguous" urban spaces described by the 
French painter/'^'* 

Although Hassam may have depicted this vast Boston inter- 
section principally because he wished to explore formal prob- 
lems and to emulate conservative contemporary French artists, 
he also suggests the truths of modern American city life, albeit 
more gently than Caillebotte. Broad avenues, including the 
unusually w^ide Columbus Avenue, typify the new Boston, in 
contrast to the older winding streets near the distant Common; 
the resulting spaces, outsize in their scale, challenge the pedes- 
trian; strollers are isolated from one another, their heads turned 
downward as they try to avoid puddles, their self-containment 
reinforced by their individual umbrellas; and the gray of city 
asphalt is unrelieved by blue sky, sunshine, or treetop/"^^ 

In Charles River and Beacon Hill (fig. 162), Hassam would 
also interpret the Back Bay, the other paradigm of the new 
Boston, but only after he returned from studying in Europe and 
settled in New York. Boston's Back Bay is the 450-acre salt 
marsh that had been developed as the city's second landfill 
project. The residential district of the Back Bay, however, is 
limited to only about 200 of those acres. '"^^ With respect to its 
clarity and ambition, residential Back Bay ranks with Washing- 
ton, D.C., as the outstanding example of nineteenth-century 
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Fig. 162 Childe Hassam. Charles River and Beacon Hill, ca. 1892. Oil on 
canvas, iSVa x zoVs in. (47.9 x 53 cm). Museum of Fine Arts, Boston, Tompkins 
Collection 1978.178 
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American city planning. The Back Bay's retrieval from swamp 
was a testament to modern engineering and technology. On a 
gravel base twenty feet deep, the broad rationally planned streets 
of the Back Bay doubled the size of the original city of Boston. 
The new neighborhood became Boston's "throne of wealth, "^"^^ 
its architecture reflecting a sequence of styles as the district de- 
veloped block by block from east to west. The grand houses of 
Commonwealth Avenue — '*the first American boulevard actu- 
ally to be built," according to Lewis Mumford^"^^ — and its cross 
streets were home to the nouveaux riches, including William 
Dean Howells's archetypal Silas Lapham. King declared about 
the Back Bay that it "is one of the grandest architectural sections 
of the world. It is intersected by the most fashionable thorough- 
fares of the aristocratic Bostonians; the broad avenues, running 
parallel to one another, having already done much to take away 
Boston's fame of being a city of crooked lanes and narrow, 
winding streets." ^"^^ Mumford elucidated the practical and sym- 
bolic impact of the development of the Back Bay: "The draining 
and filHng and building up of the Back Bay marked a turning 
point in Boston's existence. Here the self-contained provincial 
town, with its mainly English ancestry and background, turned 
into a multinational metropolis reaching out far beyond New 
England for cultural sustenance." 

In Charles River and Beacon Hill Hassam portrays a dialogue 
between the old and the new in Boston. His canvas anticipated 
and may have inspired Simmons's Boston Public Garden (fig. 
142). Hassam's vantage point, as well as that of his surrogate in 
the painting, is on the Back Bay street that ran along the Charles 
River Basin behind the backyards of lower Beacon Street. The 
view is east toward Beacon Hill; as Carol Troyen has explained, 
"The artist stood just beyond Massachusetts Avenue at the point 
where the river bends northward and the land mass widens, 
providing a dramatically foreshortened view into the city."^^^ The 
scene is bounded by architectural features that signify the duality 
between the old and the new: the dome of the state house in the 
distance (the far away, the past) stands in contrast to the build- 
ings of the new Back Bay pictured toward the right edge of the 
canvas, next to which the back street rushes. That the district 
was new and on the point of developing even further in 1892 is 
suggested by the rough and unfinished pavement of the raw and 
narrow back street, inhospitable to pedestrians. Alongside it a 
fence with uprights at broad intervals rises from the perpendicu- 
lar stone seawall. 

The houses lining Beacon Street are of the sort constructed by 
Howells's nouveau riche Silas Lapham, whose heart's desire was 
to have a dwelling on "the water side of Beacon"^ and thereby 
to possess from the rear windows the view across the river to 
Cambridge. The configuration that turns the backs of houses to 
the river, peculiar to Boston, was subject to much debate in the 
1890s. In 1896 the critic William Howe Downes described the 




Fig. 163 Charles River Basin, the Embankment, 
December 1911, Photograph: Metropolitan District 
Commission Archives, Boston 

area between the Beacon Street backyards and the river in terms 
that perhaps reveal it to have been even less attractive than it 
appears in Hassam's portrayal. He noted "the neglected and 
shabby condition of the alley in the rear of these houses, and the 
fact that the actual water-front is encumbered with stables, 
back-yards, board fences and dust heaps." Downes concluded, 
as had other prominent Bostonians, that the disavowal of the 
river by the houses on Beacon Street should be remedied by the 
construction of an additional row of houses facing the river on 
filled land. Boston would thereby acquire a handsome waterfront 
prospect like those of other great cities. In 1903, as a result of 
considerable pressure from influential Beacon Street residents, 
the proposal that Downes favored was put aside and a decision 
was made merely to widen the strip of land near the river and to 
provide a more gracious Charles River Esplanade with drives, 
walks, trees, and shrubbery (see fig. 163 ).^^'* 

Although Beacon Street's untidy backyards and rear-window 
river views may have been regrettable from the standpoint of 
urban design and amenity, they were absolutely characteristic of 
Boston, as revelatory of the identity of the new city in Hassam's 
Charles River and Beacon Hill as the state house dome in the 
distance of the picture is of the old. And although the current 
and prospective changes in the configuration and spirit of Boston 
that Hassam's painting records or implies were momentous, the 
artist suggests that they were also entirely familiar and inevita- 
ble. As Troyen has told us: "He chose an unremarkable, yet 
significant viewpoint to capture the random activity of the city, 
while at the same time alluding to historic changes in its social 
fabric. He made clear that the momentous and the incidental 
were inseparable in the new city; with the seemingly casual 
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placement of the figure in the blue overcoat, who looks neither at 
the artist nor at the new city behind him but rather gazes out at the 
river in a moment of private introspection, Hassam indicates 
the anonymity of the new urban life.'"^^ Hassam stresses the 
neutrality of the observer he portrays — and, by extension, of 
himself. He insists on the man's indifference to any detail or 
event in the scene that might be perceived as dramatic or didactic 
and fixes this figure's gaze instead on the river, the single element 
in the picture that is not susceptible to human control and is 
relatively unchangeable. The modern condition of the observer 
coincides with the part of the modern city in which he is placed 
and contrasts with the tradition associated with the state house 
in the distance. 

The new and old Bostons engage in the fundamental dialogue 
in Hassam's painting, but they also join to carry on a secondary 
dialogue between the constructed and the natural. Boston was 
exceptional, urbanists believed, because of its intimate relation- 
ship with nature. Thus, an observer of 1907 perceived that "the 
interpenetration of the land and water has given to Boston a 
character of its own" and remarked specifically of the Back Bay 
that "a tract of most valuable real estate was preserved in brine 
till such time as it was needed for first-class residences."^ The 
presence of the river in Hassam's scene reminds the viewer that 
Back Bay land, where the houses stand, has been reclaimed from 
shallow waters, that nature has been conquered. Nature, repre- 
sented by the river, is pressed to the edge of the urban experience 
and almost entirely overwhelmed by the artificial, the elements 
of human manufacture: it is measured off — even visually impris- 
oned — by the regular intervals of the fence at the edge of the 
embankment and is embraced and enclosed by the curving coast- 
line that leads from the Back Bay to old Boston in the distance. 
Yet Hassam's composition also celebrates the proximity of 
settlement to the river and the possibility peculiar to Boston of 
access to nature within the urban context. 

It was only in 1886, after his art was relatively mature, that 
Hassam had pursued formal training in Paris — at the Academie 
Julian under orthodox academics Gustave-Rodolphe Boulanger, 
Jules-Joseph Lefebvre, and Lucien Doucet. However, he seems 
to have visited exhibitions that included the newest French paint- 
ing because his Parisian work was distinguished by an unusual 
awareness of French Impressionism. In Paris he progressed in his 
appreciation of painting from Beraud and de Nittis to more 
modern styles, with urban subject matter as the common denom- 
inator. Yet in Hassam's own Parisian pictures there is not an 
unbroken stylistic progression from the more conservative to the 
more radical. Under the influence of Monet, Pissarro, and 
Renoir, Hassam interpreted picturesque Parisian people, scenes, 
and moments in an Impressionist manner. But he could also 
revert to a more traditional and tonal approach, revealing strong 
echoes of his earlier Boston works. 



Hassam's Grand Prix Day (fig. 164), like Rainy Day, Boston^ 
is one of a pair of canvases depicting the same subject. (The 
second version, a larger and less coloristically intense replica of 
the same title and probably of the same year, is in the New 
Britain Museum, New Britain, Connecticut.)'^'^ These Parisian 
scenes seem to constitute an intentional revision of his tonal 
Boston cityscapes in the interest of experiment with a chromatic 
Impressionist palette, the appearance of brilliant sunlight, and 
flecked brushwork. An academic armature and a respect for 
draftsmanship underlie the major forms — especially of the horses 
and carriage at the left, which maintain their volumetric integrity 
despite the corrosive sunlight that bathes them — but the overall 
effect is of dazzling color and light in emulation of French 
Impressionist works that show the boulevards of Paris. 

For his subject in Grand Prix Day Hassam chose a distinctive 
Parisian site and an event associated with the elegant eighth 
arrondissement, which had been renovated during the Second 
Empire under Haussmann's direction and which attracted the 
interest of Manet, Caillebotte, Degas, and other French painters 
of modern Hfe.^^^ We are near the Arc de Triomphe, part of 
whose principal easterly face appears to the left of the canvas. 
The title given to the canvas now in Boston, where Hassam 
showed it in 1889 — The Champs Ely sees , Day of the Grand 
Prix^^^ — indicates which of the avenues radiating from the Etoile 
he has depicted. That it is Grand Prix day tells us that the date is 
the last Sunday in June, when the great international horse race 
for three-year-olds was run at the Hippodrome de Longchamp, 
the course at the corner of the Bois de Boulogne. The glare of 
the ocher-pink pavement and the short sharp shadows cast by 
southerly sunlight suggest that it is about noon on that dazzling 
summer day. 

Rather than depicting the race itself, Hassam presents a scene 
that is even more pecuharly Parisian: elaborate equipages parad- 
ing in the heart of the city, creating a dynamic spectacle as they 
gather at the Etoile before the procession to the Bois. At the left a 
fashionable carriage drawn by graceful horses advances toward 
us. We view the ladies and gentlemen in this vehicle as they view 
the lively scene of carriages proceeding west in the direction of 
the arch and crowds of pedestrians on the sidewalk under the 
row of trees that screens buildings with characteristic mansard 
roofs. The informality of the composition and its lack of focus 
suggest the random vision that a spectator in the city may 
experience as his or her attention shifts casually from one 
vignette to another, dwelling for a long moment on what is 
unimportant — a broad sweep of pavement, for example — before 
moving on to more compelling details in the scene. 

Two years after he completed Grand Prix Day, one of the 
most convincing analogues of a French Impressionist work 
produced by an American painter in the late 1880s, Hassam 
executed a canvas that indicates that he had not yet renounced 
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Fig. 164 Childe Hassam. Grand Prix Day, 1887. Oil 
on canvas, 24 x 31 in. (61 x 78.7 cm). Museum of 
Fine Arts, Boston, Ernest Wadsworth Longfellow 
Fund 64.983 



academic foundations. This delightful image, At the Florist (fig. 
9), records an aspect of Parisian life more picturesque than 
that shown in Grand Prix Day^ including people dressed in 
traditional French costume; it also enlists a more traditional 
composition and technique — appropriate for its inclusion in the 
Salon of 1890. Hence At the Florist reveals the artist's tendency 
to pick and choose any point along a subject or stylistic spectrum 
from academic to Impressionist according to the moment and 
the occasion. Despite his unsteady allegiance to the more pro- 
gressive mode, Hassam painted a number of canvases in Paris 
that are among the earliest American responses to everyday 
urban life executed in an Impressionist manner. 

After three years in Paris and the French countryside, Hassam 
and his wife returned to the United States in October 1889; by 
this time, however, "the centre of culture and opportunity in art 
had shifted from Boston to New York," as his early biographer 
noted, and New York became their home in November or 
December, ^^'^ New York — which in the late nineteenth century 
increasingly concentrated American culture, as Paris had since 
the seventeenth century concentrated French culture — offered 
superb opportunities for a painter of modern life. Here Hassam 
continued to manifest his interest in urban imagery, becoming 
the city's principal interpreter during the 1890s and producing 
more than seventy-five paintings, watercolors, and pastels based 
on its avenues and parks. 

Hassam was joined in his investigations of life in New York by 
leading American Impressionists Theodore Robinson and Metcalf, 



who both occasionally painted scenes there; by Chase, the 
prolific chronicler of the parks; and by a score of lesser-known 
artists, of whom Paul Cornoyer and Colin Campbell Cooper 
were closest to him in age and in commitment to an Impression- 
ist technique and perhaps most susceptible to his example. For 
subject matter and styHstic inspiration these painters all de- 
pended upon the prototypes of the French Impressionists and 
also upon one another. Allusions by Hassam, and by his critics, 
to perceived links between Paris and New York support the 
hypothesis that American painters of modern life in the 1890s 
were deeply and wiUingly indebted to their Parisian predeces- 
sors. But a nationalistic pride in conjoining French inspiration 
with the American scene is also evident in Hassam's remarks. By 
1892, for example, he would tell an interviewer: "I believe the 
thoroughfares of the great French metropolis are not one whit 
more interesting than the streets of New York. There are days 
here when the sky and atmosphere are exactly those of Paris, and 
when the squares and parks are every bit as beautiful in color 
and grouping." 

In addition, the painter expressed a Baudelairean commit- 
ment to urban subjects when he proclaimed to the same inter- 
viewer that the true historical painter is the painter who depicts 
the mundane life around him and records his own epoch. 
Chase would echo Hassam's beliefs when he advised students in 
1897 that "the greatest historian is he who paints the things of 
his own time."^^"^ Indeed, he and Hassam shaped and were 
shaped by the turn-of-the-century perception that painters ought 
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to evoke the new spirit of American life — and especially the 
American urban scene — in their works. 

No American city of the 1890s could have provided a livelier 
or more challenging arena for the Americanization of advanced 
Parisian imagery of modern life than did New York. By then 
New York was considered to resemble Paris in certain important 
respects, above all in its new architecture and urban design, 
which reflected American architects' Beaux- Arts training. Even 
more than Paris, New York was a city of immense energy and of 
great contrasts; it was a place that could generate in the same 
year, 1890, Ward McAllister's Society As I Have Found It, re- 
cording the extremes of conspicuous consumption among New 
York's "four hundred," and Jacob A. Riis's How the Other Half 
Lives, documenting in prose and photographs the grim poverty 
that pervaded the city's tenements. 

New York's population grew astonishingly from about 60,500 
citizens in 1800 to about 515,600 in 1850 and almost 3.5 million 
in 1900.^^^ The architecture of Manhattan especially was under- 
going a unique metamorphosis from low-rise brick and brown- 
stone buildings to skyscrapers of a height that only up-to-date 
technology could allow. By 1907 Henry James would complain 
that the "multitudinous sky-scrapers" of New York resembled 
"extravagant pins in a cushion already overplanted."^^^ New 
construction brought unprecedented density and congestion to 
business districts and residential areas. High buildings, new 
elevated railways, new suburban and long-distance trains and 
their new terminals, automobiles, and electric streetlights altered 
the appearance, the light and air, the rhythm and sound of the 
city and changed the patterns of use of various neighborhoods. 
There was more to do, a faster pace at which to do it, and more 
hours in which it could be done. 

Rapid commercial expansion; innovations in transit and the 
uses of electricity; impressive new buildings of many kinds; 
extraordinary mansions for the newly rich echoing every imagin- 
able moment in the history of European architecture; new parks 
and monuments; newly formed and re-formed cultural institu- 
tions bespeaking a uniquely cosmopolitan American metropoUs; 
varied types of recreation to occupy leisure time; neighborhood 
diversity resulting from immigration and population movement; 
and myriad other aspects of New York life were noted and 
applauded in the popular press, in new and newly vigorous 
magazines published in New York for national circulation and in 
numerous celebratory books. These publications not only re- 
corded present-day realities in prose and in illustrations by such 
artists as Hassam,'^^ they also documented and described New 
York's history, reflecting prevailing local pride and a desire to 
offset any doubts about the current direction of the city by point- 
ing to its reassuring earlier achievements. The burgeoning in 
the 1 8 90s of a self-examining and self-congratulatory literature 
of New York was one evidence of a sudden fervor to remember a 



past that was rapidly disappearing and to survey the present 
before the future — specifically the new century — arrived. This 
literature paralleled and probably reinforced the interest of 
American painters of modern life in the city's pictorial possibilities. 

By the turn of the century New York, already the most 
populous urban center in the United States for thirty or forty 
years, was emerging as the quintessential American city, con- 
densing and defining not only th^ cultural but also the economic 
and social life of the nation. In the eyes of many it also chal- 
lenged the leadership of the great European capitals. Thus by 
1904 the outspoken protagonist of Rupert Hughes's novel The 
Real New York would suggest that by comparison with New 
York, "every other city in the world is a squat little village."^^"^ 
Such enthusiasm for New York, together with the urban iconog- 
raphy developed by the American Impressionists and Realists, 
laid the foundation for the tributes to the city painted by Max 
Weber, John Marin, Joseph Stella, and other early modernists 
after 1910,^^^ 

When American painters of modern life plunged into the 
heart of New York, rather than remaining in its parks or on its 
periphery, they tended to maintain a genteel and euphemistic 
view of city life, tempering urban realities with artistic choices 
that held the ugly or the stressful at arm's length. These choices 
include the selection of the particular subject, the vantage point 
from which it would be painted, and the prevailing season or 
weather. The usual product of such choices is a benign, optimis- 
tic urban image reflecting the contemporary embrace of progress 
and echoing in visual terms the tone of turn-of-the-century 
commentaries that exulted in American urban growth and en- 
ergy, especially those of New York. 

Typically such New York scenes record new and altered 
neighborhoods, new buildings, and unprecedented amenities: 
they are euphemistic celebrations not only of the appearance of 
the city but also of aspects of democracy and development much 
closer to the subjects of McAUister than to those of Riis. Hence 
the artists often focus on the most attractive, picturesque, or 
fashionable precincts of the city: Fifth Avenue and the great 
squares — Union, Madison, and Washington — which, like the 
parks, were sources of pleasure and pride and retreats from the 
hurly-burly of New York, Although the Realists more often 
painted city scenes and treated a wider range of urban themes 
than the American Impressionists did, they maintained the older 
artists' tendency to diminish the suggestion of modern urban 
problems. Chase would complain in 1914 that Henri and his 
circle "paint the gruesome," that they "go to the wretched part 
of the city and paint the worst people. They have the nickname 
of 'the Depressionists.' "^^"^ Yet the Realists seem to exercise the 
same kind and almost the same degree of selectivity in their 
choice of New York images as Chase did, avoiding subjects 
associated with the problems of urban living in favor of those 
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linked with pleasure, even in the least fashionable neighbor- 
hoods of the city. 

It would seem to have been the intention of all of the painters 
of modern life — an intention supported by their patrons — to 
suggest that New York was civilized and hospitable despite its 
rapid growth and that anxiety with respect to the city's crowding 
and confusion should be subordinated to an appreciation of its 
picturesqueness. In 1892 Van Rensselaer wrote; "So our young 
artists are beginning to draw and to etch and to paint New York, 
and here and there they find corners and vistas of delightfully 

novel flavor They do not say that New York is beautiful, but 

they do say that it is 'most amusing'; and this is the current 
studio synonym for picturesque." 

In its recording of a fashionable neighborhood and emphasis 
on the genteel aspects of its use, Hassam's Washington Arch, 
Spring (fig. 165) epitomizes the Impressionist approach to a vista 
of delightfully novel flavor. The painting reassures viewers of the 
city's civility and past, simultaneously reminding them of Paris 
and aggrandizing an elegant and historically resonant New York 
locale. It portrays Fifth Avenue — New York's Champs Elysees 
— and the triumphal arch in Greenwich Village commemorating 
the centennial of George Washington's inauguration as the first 
president of the United States. The arch was New York's equiva- 
lent of the Arc de Triomphe, which Hassam had depicted in two 
canvases in 1887. 

From a vantage point on the western sidewalk on the lower 
end of Fifth Avenue, on the block just north of Washington 
Square, we look south toward the arch, which dominates the 
upper part of the canvas and frames a partial view of some of the 
red brick structures on the south side of the square. Long 
shadows created by the low angle of the morning sun in spring 
cross the pavement; the titles under which the painting was 
shown in 1895 1900 reveal that the month is May.^^^ It is a 
bright new day in the new New York in the season of rebirth. 
Hassam has captured the characteristic atmosphere of the city, 
which Van Rensselaer described: "the clear, pure, crystalline air 

of New York, which seems to sparkle with Atlantic salt our 

brilliant sky, our crisp lights, and our strong sharp shadows." 

The bustling activity of the carriages that clatter up and down 
the avenue contrasts with the pace of the pedestrians who go 
about their morning business. A carriage with a liveried coach- 
man is stationed along the curb, next to the row of trees whose 
budding branches screen the arch; a street sweeper in immacu- 
late white uniform cleans the gutter between the waiting carriage 
and his wheeled cart. A young woman dressed in white walks 
toward us on the broad sidewalk, passing a little flowering 
garden and stairway that mark the entrance of an unseen town 
house. Near the trees a nurse wheels a fashionable wicker or 
rattan perambulator shaded by a parasol of white muslin or lace; 
its occupant is swathed in white as well.^^^ The nurse typifies a 



ubiquitous character on the lower Fifth Avenue scene, seen 
parodied in a late nineteenth-century illustration (see fig. 166). 
As social historian Carol Ruth Berkin has explained: "The 
majority of women to be seen on the Square were not mistresses 
of the households in which they resided. They were, instead, 

domestic servants the central figure in any household was the 

surrogate mother: the nurse or governess. Every day, twice a day, 
the Square was filled with nurses and children, taking their 
constitutionals up Fifth Avenue." 

Behind the nurse in Hassam's view, gentlemen in top hats join 
the procession uptown. This parade of pedestrians is the very 
subject to which Hassam enthusiastically referred in an interview 
in 1892: "There is nothing so interesting to me as people. I am 
never tired of observing them in everyday life, as they. . . saunter 
down the promenade on pleasure. Humanity in motion is a 
continual study to me."^^^ 

The historical and patriotic meanings of Washington Square 
were as important to Hassam as the opportunity the locale 
offered to depict humanity in motion. Indeed, the significance of 
the particular place to the artist is suggested in the painting by 




Fig. 165 Childe Hassam. Washington Arch, Spring, 
1890. Oil on canvas, zyVs x 22 '/z in. (68.9 x 57.2 cm). 
The Phillips Collection, Washington, D.C. 0897 
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Fig. i66 Fifth Avenue (four years after the death of 
Madame Restell), 1882. Tinted photo-lithograph, 
from Puck Magazine. Museum of the City of New 
York, The J, Clarence Davies Collection 34.100.19 



the looming scale of the architectural forms in relation to the 
figures. The potter's field and site of the city gallows south of the 
lower end of Fifth Avenue had been converted to a park and 
military parade ground in 18 z6. To commemorate the fiftieth 
anniversary of the signing of the Declaration of Independence, 
the area was named Washington Square after the first president. 
The residential development that followed soon thereafter was 
marked by the construction of town houses in the Greek Revival 
style (consonant with the democratic associations of the square). 
Prominent New Yorkers occupied The Row, the especially fine 
houses on Washington Square North, which was esteemed as 
fashionable, elegant, and beautiful. The neighborhood as a 
whole was designated The American Ward, reflecting the pre- 
dominance of New York's first families. 

The construction of New York University and the Reformed 
Dutch Church on the eastern side of Washington Square in the 
1830S confirmed the distinction of the area. Despite the aban- 
donment of the parade grounds in the 1850s and the subsequent 
creation of a north-south drive through the square, the section 
remained a refuge from city clamor, especially since Greenwich 
Village's winding streets discouraged industrial development. 
Artists gravitated to the neighborhood: Richard Morris Hunt's 
Tenth Street Studio Building housed numerous, usually well- 
established, painters, including Homer and Chase; the Tile Club 



met in the Village, and the Salmagundi Club was a popular 
artists' gathering place that settled down on lower Fifth Avenue 
after moving from place to place; other artists worked in the 
New York University building on Washington Square. 

Although patrician Washington Square North was relatively 
immune to lower-class incursions, toward the end of the century 
it became less and less alluring to the city's elite, who migrated 
uptown. By 1890 the fashionable associations of the area were 
being challenged by commercial activity, brothels, and tenements 
for the growing population of immigrants, all installed in the 
streets nearby, and by the conversion of some of the town houses 
ringing the square to apartment hotels, boardinghouses, cafes, 
and shops. This was the Washington Square that Isabel and 
Basil March, transplanted Bostonians in Howells's Hazard of 
New Fortunes of 1890, confronted when they searched for an 
apartment and "met Italian faces, French faces, Spanish faces" 
amid "the old-fashioned American respectability which keeps 
the north side of the square in vast mansions of red brick, and 
the international shabbiness which has invaded the southern 
border, and broken it up into lodging houses, shops, beer 
gardens and studios,"^ Leaders of the Ashcan School — Glackens, 
Sloan, Luks, and Everett Shinn — settled in Greenwich Village, 
finding inspiration in its foreign types and street scenes and work 
as illustrators for such Village-based journals as the Masses, By 
about 1910 the identity of Greenwich Village as New York's 
bohemia or Latin Quarter began to develop in earnest, with 
more and more artists and writers, including those of only the 
most modest reputations, as well as teachers and settlement- 
house workers moving into the neighborhood's quaint, ethni- 
cally diverse, and inexpensive mews.'^"* 

The Washington Arch in the heart of the aristocratic square 
and at the edge of this social crucible was conceived as a bastion 
and emblem of American tradition in the face of actual and 
impending change. The original monument commemorating the 
centennial of the first president's inauguration was a temporary 
one that straddled Fifth Avenue on a line with Washington 
Mews, about a hundred feet north of the square. Commis- 
sioned in 1889 from Stanford White by a group of Washington 
Square residents — principally members of the patrician families 
associated with The Row — the slender arch was constructed in 
wood and plaster, ornamented in papier-mache, painted white to 
imitate marble, and crowned with a balustrade and a wooden 
statue of George Washington (fig. 167). Almost immediately after 
the elaborate centennial celebration of 1889 was held, a commit- 
tee of distinguished citizens was organized to raise funds to allow 
White to replicate the arch in white Tuckahoe marble on a site in 
the square itself, thereby making permanent their statement of 
pride in an American hero and national values. At the ceremony 
for the laying of the cornerstone of the marble monument in 1890, 
Henry G. Marquand, chairman of the Washington Arch Memorial 
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Fig. 167 Paul C. Oscanyan. Fifth Avenue at Washington Square, 1889. 
Photograph: Museum of the City of New York 



Committee, hinted that the new arch would inspire patriotism 
and a sense of beauty among the poor immigrant tenement- 
dwellers who increasingly dominated the neighborhood. 

Hassam's painting bears a date of 1890 and has been thought 
to represent the temporary arch/^^ However, the structure that he 
depicts more closely resembles the robust marble arch that White 
designed for the new site. Moreover, the arch Hassam shows 
lacks the wooden statue of Washington that crowned the tempo- 
rary structure. The marble arch was completed to the extent 
visible in Hassam's painting by February 1893, when the carved 
trophy panels on the second story of the north face were installed. 
The probability exists, therefore, that the date of 1890 inscribed 
on the canvas is incorrect and that the picture was completed 
after February 1893 ; it certainly was finished by November 
1893, when it was reproduced in the Century. Hassam's studio 
was at 95 Fifth Avenue at Seventeenth Street, not far from 
Washington Square, from the time he moved to New York in 
November or December 1889 until some point in 1892. His 
subsequent residence in the Chelsea Hotel at 222 West Twenty- 
third Street in 1892—93 was also relatively close to the site. 

The arch in the painting acts as a hinge between two socio- 
cultural regions, as it did in Greenwich Village itself, demarcat- 
ing the boundary between the still elegant precinct of Fifth 



Avenue, north of the arch, and the more plebeian, commercial- 
ized square to the south. This duality in the neighborhood is 
echoed in Hassam's picture by smaller dialogues. For example, 
the dark-liveried coachman in his carriage above is countered by 
the white-uniformed street sweeper cleaning the gutter below. 
One is a servant of the elite and the other is a servant of the 
entire populace, but the street sweeper has his own distinction; 
his white uniform, white bucket, and red cart identify him as a 
member of the White Angels, the street cleaners who flourished 
in New York in the 1890s. In fact, a contemporary reporter 
wrote that "the street-cleaning of New York has of late so mar- 
velously improved" as to constitute a reassuring sign of New 
York's new and necessary "civic self-consciousness." The street 
sweeper in Hassam's painting — a special character in the new 
New York — may be said to signify pride in the modern city and 
in its health and well-being. Other symbolic visual dialogues 
occur between the white-uniformed street sweeper and the white- 
gowned woman who walks toward us on the sidewalk and be- 
tween the top-hatted coachman and the top-hatted gentlemen 
who also approach us. The dark slender trees, signifying ener- 
getic organic nature, contrast with the bright architectural back- 
drop of the monument, stable in shape, linked with millennia of 
human enterprise; the budding branches of the mature trees and 
the newly planted saplings that continue their line are associated 
with the renewal of spring and, perhaps, of the neighborhood in 
which they bloom. 

These dialogues make the viewer aware of the interaction of 
old and new in New York. Hassam takes us to an area of the city 
long connected with its old families, where the presence of the 
handsome new-old classical triumphal arch dedicated to the first 
president emphasizes the neighborhood's links to the founda- 
tions of America and to the Greco-Roman heritage. Against this 
background of references to American and classical traditions 
are references to the new New York of immigrants whose tasks 
include driving carriages, wheeling perambulators, and sweeping 
the streets. The street sweepers battled New York's chronic filth 
and, with their sparkHng uniforms, called attention to them- 
selves as the agents of cleanliness. The new revivifies the old. 

Hassam's Washington Arch, Spring offers an emblematic, 
optimistic image of the new New York, unified despite the com- 
plexity of its elements. The looming monument, the embodiment 
of the ultimate American hero, overwhelms the threat of the 
encroaching immigrant tides associated with the marginalized 
southern side of Washington Square. The city is a place where 
energy and tranquillity coexist, where children can be raised in 
security and comfort, where workers go about their tasks with 
dignity, where the rich and the working class, the new and the old 
are reconciled through the influence of tradition and democracy. 

In another depiction of the new New York, Winter in Union 
Square (fig. 168), Hassam uses distance as a device to suggest 
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Fig. i68 Childe Hassam. Winter in Union Square^ 
1894. Oil on canvas, iS'/* x 18 in. (46.4 x 45.7 cm). 
The Metropolitan Museum of Art, New York, Gift 
of Mrs. Ethelyn McKinney, in memory of her brother, 
Glenn Ford McKinney, 1943 43.116.2 



Fig. 169 Claude Monet. Garden of the Princess, 
J ^. Louvre, 1867. Oil on canvas, 36V8 x 243/8 in. (91.8 x 
. ^ 61,9 cm). Allen Memorial Art Museum, Oberlin 
College, Ohio, R. T.Miller, Jr., Fund 48.296 




harmony, in contrast to the more intimate street-level view 
presented in Washington Arch, Spring. Winter in Union Square^ 
which was probably completed by 1894, is possibly the first of a 
series of small-scale paintings of the site that he executed before 
1896.^^^ Within walking distance of either of the lower New York 
studios he occupied between 1889 and 1893, Union Square 
offered Hassam a changing tableau and invited a variety of 
responses. For this painting he took a high, panoramic diagonal 
view, as Monet had for such city scenes as Garden of the 
Princess, Louvre (fig. 169). Hassam looked south across Union 
Square Park from the northwest corner of Sixteenth Street 
toward Fourteenth Street, the southern boundary of the square. 
The Morton House hotel, filling the blockfront between Broadway 
and Fourth Avenue on Fourteenth Street, appears in the left 
background, and the domed Domestic Sewing Machine Com- 
pany Building is at the right; these two structures bracket the 
barely visible spire of Grace Church, at Tenth Street and Broadway, 
in the distance. Hansom cabs are gathered in the right fore- 
ground, awaiting patrons, and horse-drawn trolleys crisscross, 
one proceeding down and the other up Broadway, along the 



westerly edge of the square. ^^"^ The huge bronze figure group 
signifying Charity, designed by Karl Adolph Donndorf and 
placed on the west side of Union Square Park as a drinking 
fountain, appears just off Broadway between Sixteenth Street 
and Fifteenth Street.'^^ 

Union Square was a broad common originally called Union 
Place because it joined two old roads that would become Broadway 
and Fourth Avenue. It comprises about three and a half acres 
within the embrace of those two long avenues, which function as 
Union Square West and Union Square East as they run from 
Seventeenth Street to Fourteenth Street. The square interrupts 
the long diagonal of Broadway — the distinctive renegade in the 
grid pattern of the city. Broadway enters the square at its north- 
west corner and emerges parallel to Fourth Avenue on its Four- 
teenth Street side. After the square opened as a public park in 
1831,^^^ an ellipse running north-south was inscribed within the 
rectangle formed by the grid of boundary streets. In the late 
1830s a row of brownstones was constructed along Union Square 
East; these houses and others on the square and on Fourteenth 
Street became some of the city's most desirable residences, at- 
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tracting prosperous people interested in moving north from 
Washington Square and Astor Place and forming a New York 
equivalent to London's fashionable Belgravia. 

By the mid-i840s Union Square Park's ellipse w^as filled with 
geometric beds of grass, shrubbery, and trees and enclosed with 
an iron fence/^^ An iron fountain dedicated in 1842 became the 
park's focal point by the 1880s, when it was planted with lilies 
and lotus flowers and other exotic aquatic plants. Between the 
1850s and the 1880s other landmarks were added to the area; 
these included sculpture by Henry Kirke Brown and Frederic- 
Auguste Bartholdi, as well as Donndorf's monumental fountain. 

From the middle of the century Union Square, developing 
beauty and cachet, attracted more and more private schools, 
hotels, restaurants, churches, and other amenities, many of 
which were associated with the burgeoning artistic life of New 
York: Thomas Bryan's Gallery of Christian Art; the newly 
established Metropolitan Museum of Art before it moved to 
Vaux's building in Central Park; and the Art Students League, 
for example. By the 1880s Union Square was the center of the 
city's intellectual life, home to leading writers and critics and 



their circles. Many painters, photographers, and sculptors occu- 
pied studios in the upper floors of buildings along Ladies' Mile, 
the strip of stylish dry-goods emporiums on Broadway that ex- 
tended north from about Tenth Street to Madison Square. In 
his memoirs the painter Simmons recalled that "most of the life 
of those days [the 1890s] centered about Union Square, with 
tentacles reaching down to Washington and up to Madison 
Squares."^^^ 

Increasingly, however, commercial use impinged upon the 
residential character of the neighborhood, and by the years just 
after the Civil War Gramercy Park and upper Fifth Avenue 
already had begun to supplant Union Square as a magnet for the 
rich and fashionable. Private residences surrounding Union 
Square were converted into stores or were torn down and 
replaced by iron or stone commercial structures. The Domestic 
Sewing Machine Company Building, which opened on Broadway 
and Fourteenth Street in 1873, characterized the new manufac- 
turing and mercantile function of the Union Square area and, as 
the city's tallest building upon its completion, symbolized New 
York's architectural innovations and new energy. "^^^ 

In addition to witnessing the transformation of Union Square 
from a residential to a commercial and manufacturing district, 
the 18 60s saw it become a center for political gatherings and 
protests. The square named for marking a union between major 
avenues became associated with the cause of the Union army in 
the Civil War: crowds assembled there in response to the Con- 
federate firing upon Fort Sumter and on various subsequent 
occasions related to the war. The paved plaza at the northern 
edge of the square was the site of mass meetings, and the balcony 
of the picturesque cottage that overlooked the plaza served as 
pulpit and reviewing stand. By the 1870s the area surrounding 
Union Square was also redefining itself; the neighborhood be- 
came New York's most important entertainment center, with 
theaters moving north into the square as Broadway south of 
Fourteenth Street grew increasingly commercial. "^"^^ Union Square 
would remain the focus of the city's theatrical and musical life 
until it was superseded by Times Square at the end of the century. 
Among the theaters and concert halls ringing Union Square were 
the Academy of Music — New York's leading opera house from 
1854 to 1887^'''' — Steinway Hall, and Wallack's. Moreover, the 
district was a hub for individuals and activities dedicated to 
supporting the life of the theater — agents, trade newspapers, 
stage photographers, and manufacturers of stage properties, 
costumes, scenery, and scripts; also a center for the construction 
and sale of pianos, "it was appropriately dubbed 'Piano-forte- 
eenth Street.' "^^^ Restaurants and hotels such as Spingler House, 
Everett House, the Union Square Hotel, and Morton House 
catered to a theatrical and literary clientele, serving all those in 
the trade, including resident actors, as well as visiting theatergoers. 

With the economic problems and worker unrest that followed 
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Fig. 170 Union Square, n.d., from D. Appleton, The 

New Metropolis (New York, 1899), following 

p. 479. Photograph: The New- York Historical Society 




the tenacious Depression of 1873, Union Square took on an 
association with the labor movement and union activities. In- 
creasingly linked with rallies and processions during the 1880s, 
Union Square emerged as the durable focus of annual Labor Day 
parades, beginning with the official inception of Labor Day as a 
holiday in 1887,^°"^ and was the site of May Day parades from 
1890. Ultimately, it would also become a center for demonstra- 
tions for woman suffrage. 

As its connections with commercial and labor interests grew 
stronger. Union Square's allure as a theatrical and entertain- 
ment center waned, starting in the late 18 80s. New theaters 
around Herald Square and, later. Times Square successfully 
competed for bookings and audiences. The heyday of Union 
Square as a fashionable venue for residence or even amusement 
was over. More and more plebeian businesses opened, coexisting 
with the stylish older shops and supplying dry goods, silver, 
confectionery, and all manner of household items. But despite its 
fading glamour. Union Square was still at the junction of two 
major north-south avenues that bisected a major crosstown 
route. Elevated railroad lines ran along Third Avenue and Sixth 
Avenue, just a few blocks to the east and west. The square was 
accessible from all directions and was, and would remain, a 
uniquely lively though not a fashionable urban crossroads. 

In his interpretations of Union Square Hassam quiets the 
positive as well as the negative aspects of its energy and seeks 
simple, broad patterns instead of confusion in its complex fabric, 
thereby distancing himself from the dreary realities of a locale 
identified with rapid change and declining as a residential, 
theatrical, and even commercial center. In Winter in Union 
Square he muffles the city with snow, softens the sharp edges of 
buildings and vehicles, and shows us a winterbound park only 
grazed by pedestrians or traffic. Comparison with a late nineteenth- 



century photograph of the site (fig. 170) is instructive; this view 
of Union Square from Fourteenth Street, rather than toward it, is 
taken at eye level and immerses the viewer in the heart of the 
crowds of people and vehicles, including the horsecars that ran 
along Fourth Avenue, Broadway, and Fourteenth Street. 

Hassam, on the other hand, avoids showing turmoil, concen- 
trating, even in depicting an urban subject, on the kind of "beauty 
removed from urban realities" that Samuel Ishamsaw in so much 
American art of the time.^*^^ A vantage point near the northwest 
corner of the square allows the artist to ignore the routine grid 
plan of Manhattan streets and to emphasize the unusual diago- 
nal of Broadway, which crosses the canvas from the lower left 
corner. "^^^ Like other artists who celebrated the landmarks that 
denoted breaks in the grid — the Flatiron Building, for example, 
or Washington Arch — Hassam found a subject that was a 
particularly picturesque Manhattan vignette. 

Joseph Czestochowski has claimed that Hassam's "Union 
Square scenes represent visual occurrences, and tend to create a 
mood: They do not serve a story-telling capacity."^^^ Yet we sense 
in Hassam's Winter in Union Square some allusion to the city in 
transition. The choice of a vantage point looking south allows 
the artist to encompass an older Union Square, associated with 
theater and entertainment and embodied in the Morton House 
hotel; it also enables him to suggest the architectural, functional, 
and symbolic dialogue that the older tradition engages in with 
the new one, which is represented by the taller Domestic Sewing 
Machine Company Building. The vehicular traffic he records 
echoes the contrasts of the architecture. Although the hansom 
cabs are for hire, unlike the private carriages of the upper class, 
they suggest some measure of genteel privilege in dialogue with 
the trolley cars that transport the masses — the growing numbers 
of immigrants who worked in the needle-trade shops of Union 
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Fig. 171 Childe Hassam. Union Square in Springs 1896. Oil on canvas, 21 '/i x 21 in. 
(54.6 X 53.3 cm). Smith College Museum of Art, Northampton, Massachusetts, 
Purchase, 1905 1905:3-1 
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Square and those who still found employment in the theater and 
amusement industry. 

Compared with this muted and monochromatic winter view, 
Hassam's Union Square in Spring (fig. 171) vibrates with daz- 
zling spring sunlight. The highly chromatic effect recalls Van 
Rensselaer's remarks of 1892 regarding the peculiarly American 
approach: 

The modern artist ... is not afraid of subjects which lack "tone." He 
has washed the old traditional palette, and set it anew with fresh, 
cheerful colors; he has learned how to portray the brightest sun- 
shine; and he can rejoice in a place where he must paint sunlight , 
falling on clear whites and yellows, bold reds, bright browns, and 
vivid greens, no less than one where, as in London, he can confine 
himself to neutral tones, or where, as in Paris, he can veil his whites, 
his pale light blues, his soft greens, and occasional notes of a more 
brilliant kind, with a deUcate gauze of airiest gray.^°^ 

In Union Square in Springs as in Winter in Union Square^ Hassam 
adopts a distant vantage point. Here he looks down on the scene 
from such a precipitous angle that the ground plane tilts steeply 
upward and the horizon appears near the very top of the canvas, 
echoing the radical perspectives in cityscapes by Monet (see fig. 
169) and by Pissarro. Seen from above. Union Square's bustling 
crossroads and the delineated greenswards of the park become a 
brilliant, inviting, decorative pattern. Although its treatment of 
space is in sharp contrast to the academic stage set that provided 
the armature for Hassam's At the Florist (fig. 9), Union Square 
in Spring recapitulates the dialogue that the earlier painting had 
proposed between the artificial and the natural. In At the Florist 
drab urban pavements were set against brilliant floral forms; 
Union Square in Spring pairs dark rectilinear buildings with 
bright green oases and uses curvilinear pathways bathed in 
golden sunlight to mediate between the artificial and natural 
elements. 

In Union Square in Spring we are looking northward toward 
Seventeenth Street. Broadway enters the square from the upper 
left, and Fourth Avenue proceeds southward toward the square 
on the right, past the Union Square Hotel, the large structure 
that anchors the upper right edge of the canvas. The buildings 
that form the base of the trapezoid in the upper third of the 
canvas stand on Union Square North. Toward the right, at the 
northwest corner of Fourth Avenue and Seventeenth Street, is 
Everett House, whose distinctive roofline is interrupted by a 
semicircular pediment. To the west of Everett House is the 
Century Building, headquarters of the Century Company (pub- 
lisher of the Century and St. Nicholas magazines), its three 
dormers embedded by Hassam within its mansard roofline. 
Barely visible to the west of the Century Building is a four-story 
town house, one of the last remaining on the square; this house 
would be replaced — probably just after Hassam painted Union 
Square in Spring — by the eleven-story Jackson Building, a nar- 



row commercial structure. At the corner of Broadway is another 
commercial building, and beyond it, running up the east side of 
Broadway, are smaller structures. 

Hassam departs from direct transcription of the architecture 
of these buildings. For example, he reduces the number of 
window bays in Everett House from fourteen to seven, dimin- 
ishes the height of the building at the corner of Broadway relative 
to that of the Century Building, and almost ignores the town 
house. His specific vantage point is ambiguous. The partial 
pediment at the lower edge of the canvas suggests that Hassam 
found a precipitous perch above and behind the pedimented 
Morton House on Fourteenth Street, a viewpoint so high as to 
condense completely the width of Fourteenth Street at the south 
end of the park. Rather than approaching the scene through a 
mediating expanse of street, we hover over the park and see its 
lozenges of green lawn as if they were liberated from their 
surrounding avenues and were floating on a golden asphalt sea. 
Drifting free, these large forms radiate an energy that is echoed 
by the rapid strokes that define the architectural surfaces and 
delineate the trees with their delicate beginnings of spring foliage. 

Late Afternoon, New York: Winter (fig. 5) exemplifies 
another euphemistic approach to an urban subject: the use by 
the artist of a filter of poetic atmosphere produced by an evoca- 
tive time of day. Despite the busyness of the city, the New York 
that Hassam depicts appears serene because it is seen at twilight, 
a moment that mutes sharp edges and carries with it associations 
of leisure and pleasure rather than of work. The results are simi- 
lar to those in Pictorialist cityscapes by such contemporaneous 
photographers as Edward Steichen (see fig. 7);^°^ they are also 
consonant with the suggestion offered by Henry James in The 
American Scene of 1907 that Manhattan was *'in certain lights 
almost charming," when "an element of mystery and wonder 
entered into the impression."^^^ 



Muted City Clatter: 

The Realists in Picturesque New York 



But we cannot appreciate the picturesqueness which New 
York wears to both mind and eye unless we go immediately 
from the stately commercialism of its down-town streets to 
the adjacent tenement-house districts, 

MARIANA GRISWOLD VAN RENSSELAER (1892) 

Sloan's Sunday Afternoon in Union Square (fig. lyz) suggests the 
contrasts and continuities that typify the relationship between 
American Impressionist and Realist responses to the same site, in 
this case Union Square. By 1907 Leslie's Weekly would caption a 
view of Union Square "Central Recreation Space in a District 
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Fig. 172 John Sloan. Sunday Afternoon in Union 
Square, 1912. Oil on canvas, 26^/4 x 32'/4 in. (66.7 x 
81.9 cm). Bowdoin College Museum of Art, Bruns- 
wick, Maine, Bequest of Mr. George Otis Hamlin 
1961.63 




Containing Hundreds of Sweat-Shops and Other Factories."^" 
Such unpleasant reaUties were of little concern to the Impres- 
sionists — as the examples of Hassam's portrayals of the square 
amply demonstrate — and even to the New York Realists. There 
are, in fact, few depictions of Union Square by members of the 
Ashcan School: among them only Sloan painted it more than 
once. His images of the site are actually more euphemistic than 
those of the Impressionists, although, as befitted a Realist, he 
was more interested in human spectacle than in the kind of 
streetscape patterns recorded by Hassam. 

In Sunday Afternoon in Union Square^ for example, Sloan 
focuses upon two attractive young women.^^^ Their costumes and 
demeanor suggest that they are office or shop workers out for a 
stroll on their day off at the height of summer. The contrast 
between their coy expressions and their revealing clothing and 
provocative postures implies that they are well aware of the 
stares that they attract. Two men at the edge of the raised flower 
bed to the right of the composition notice them; two women 
seated on a bench to the left appear to whisper about them. The 
strollers seem as lively and liberated as the teasing young girls in 
Sloan's Picnic Grounds (fig. 149) of five years earlier and are a 
world apart from the discreet patrician women who promenade 
alone and in silence in Chase's paintings of Central and Prospect 
parks of the late 1880s. 

In Sloan's image of Union Square the crowded benches in the 
background indicate that this park is heavily used by masses of 



people who sit and chat, read newspapers, or enjoy the passing 
parade. But the energy of their assembly here is entirely positive, 
and all is pleasant on this dazzling summer afternoon. Sloan was 
certainly aware of the more serious uses and implications of 
Union Square in 191 2, when he recorded it in this picture. 
According to his diary, he had "walked to Union Square and 
watched the thousands of Socialists come in from their parade" 
on May i, 1912, although he had not seen the anarchist demon- 
stration that had occurred during the rally. "^^^ Moreover, Sloan 
was himself involved with the Socialist Party. Nevertheless, there 
is no indication in his image of any unrest or of the sweat and toil 
with which Union Square had become associated. Indeed, he 
denied any intention other than to capture outdoor light and 
color, proclaiming in Gist of Art that when he had executed the 
painting, twenty-seven years earlier, "lavender light was in my 
mind."^^^ 

As banking, commerce, and retail trade became increasingly 
dominant in the neighborhood in the ensuing decades, crowded 
and bustling Union Square offered raw material to the members 
of the Fourteenth Street School, a younger generation of artists 
with deliberate urban-realist agendas. These painters — Kenneth 
Hayes Miller, Reginald Marsh, Raphael Soyer, Isabel Bishop, 
and Edward Laning — were indebted to the efforts of the turn-of- 
the-century Realists. They pursued contemporary subject matter 
available near their studios in the Union Square vicinity, concen- 
trating on depicting women shoppers and office workers and 
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Fig. 173 George Luks. Hester Street, 1905. Oil on canvas, zSVs x 36VS in. (66.4 x 
91.8 cm). The Brooklyn Museum, New York, Dick S. Ramsay Fund 40.339 
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Fig. 174 Street vendors, Hester Street, 1898. Photo- 
graph: Museum of the City of New York, The Byron 
Collection 




unemployed and workingmen, often with the same sort of 
sentimental or illustrative overtones that pervade Sloan's paint- 
ings of the area/*^ 

Yet another painting that exemplifies the ReaUst penchant for 
softening and making picturesque the actualities of New York 
life is Ashcan School member Luks's Hester Street (fig. 173). The 
locale for Luks's painting is the heart of the Low^er East Side of 
Manhattan — roughly the area north of the Brooklyn Bridge, 
south of Houston Street, and east of the Bowery — the home of 
hundreds of thousands of immigrants at the turn of the century.^' ^ 
Between 1870 and 1915 New York City's population increased 
from 1.5 to 5 million, largely as the result of the settlement of 
huge numbers of Italians, Jews, Irish, and Chinese. During the 
three decades before World War I, a third of the Jews in eastern 
Europe left their homelands for America; they accounted for a 
tenth of all the immigrants to the United States. In 1880 there 
were 80,000 Jews in New York; by 1910 there were 1.25 million. 
The Lower East Side was the center of this immense and ever 
expanding Jewish population and of Jewish culture. Although it 
was never exclusively Jewish, the Lower East Side provided 
temporary or permanent shelter to most of the Jews who arrived 
in the United States between 1899 and 1914. The vast majority of 
these new Jewish immigrants were from eastern Europe, and 
they were set apart by their numbers and by their distinctive 
subculture from the German and western European Jews who 
had already established themselves in middle-class America. 
Newly arrived Polish and Russian Jews found in the Lower East 
Side a neighborhood where a knowledge of English was unneces- 



sary and a home that recapitulated the ethnic complexion and 
the living conditions that they had experienced in the ghettos 
ofEurope.^'^ 

At the turn of the century the Lower East Side was one of the 
world's most densely settled areas, filled with five- and six-story 
tenement houses sheltering large families, sometimes with board- 
ers, in two-room apartments. The most crowded slum district in 
the city, the neighborhood averaged 522 people per acre in 1890, 
in contrast to 114 per acre in other parts of Manhattan and 60 
per acre in the city of New York as a whole.^'^ By 1905, according 
to one observer, eleven blocks in the Lower East Side had an 
average population of 1,100 to the acre; the entire congested area 
was home to almost 600,000 people. 

The needs of the Lower East Side's population were served 
by the merchants of Hester Street. This long street, one of the 
neighborhood's main east-west axes, ran one block north of 
Canal Street from Centre Street on the west to East Broadway on 
the east. Hester Street formed the spine of a great market lined 
with glass-windowed and open-fronted shops, many with aw- 
nings from which goods were hung to announce the contents 
within and to attract customers. Goods were also sold from tiny, 
crowded stalls and from wagons, pushcarts, and makeshift 
outdoor counters fashioned from boards mounted on barrels. 
From Hester Street the market spilled into the adjacent side 
streets — Orchard, Ludlow, Essex, Norfolk, and Suffolk — which 
ran south to Canal Street and north to Delancey and Houston. 
The area teemed with peddlers carrying their wares in baskets, 
on their backs, slung over their arms and shoulders, or displayed 
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on boards; with ragmen chanting that they would exchange 
cash for clothes; with organ-grinders and silhouette artists; with 
tailors and craftsmen mending and making, sewing all sorts of 
apparel and sharpening all sorts of objects; with hundreds of 
shoppers swarming, pushing, jostling, shouting, bargaining; 
with bootblacks, newsboys, and other street kids working or 
playing; with beggars, prostitutes and procurers, pickpockets, 
and policemen — a great horde rendering the streets almost 
impassable. The visual confusion invaded the spaces above the 
crowded streets, where suspended signs advertising various en- 
terprises and a pattern of iron fire escapes covered the facades of 
the deeply corniced tenements. 

Hester Street's merchants purveyed all manner of wares. With 
no reliable refrigeration, women shopped every day for food: 
meat, fish, live poultry and fresh eggs, cheeses, bread, fruit and 
vegetables, as well as Jewish specialties. Hester Street was known 
ironically as the pig market because the only commodity not 
available was pork. Merchants also sold street food, such as 
pretzels and hot potatoes. They stocked spices and nuts; bolts 
and remnants of textiles and ready-made clothing; shoes and 
boots; ribbons, buttons, laces, and thread; jewelry and specta- 
cles; tools and toiletries; wallpapers and oilcloths; crockery, 
glassware, and pots and pans; books and stationery. Lively all 
week, the Hester Street market was especially crowded on Friday 
mornings, when Jews laid in provisions for the Sabbath. Sundays 
along the street were more active for dry-goods merchants, who 
served not only the Lower East Side but also people from other 
neighborhoods where shops were closed. 

Contemporary accounts of the Lower East Side ranged from 
condemnations — sometimes rooted in anti-Semitism — of its over- 
crowding and squalor to sympathetic commentaries on pictur- 
esque aspects of Jewish immigrant life. One columnist for the 
New York Times complained in 1893: "Filthy persons and 
clothing reeking with vermin are seen on every side. Many of 
these people are afflicted with diseases of the skin. Children are 
covered with sores, and hundreds of them are nearly blind with 

sore eyes This neighborhood ... is the eyesore of New York 

and perhaps the filthiest place on the western continent. It is 
impossible for a Christian to live there because he will be driven 
out, either by blows or the dirt and stench. Cleanliness is an 
unknown quantity to these people.'"^'*^'^ But another reporter for 
the same paper averred in 1897: "Aye, so are all these people 
human, intensely so, and many are the sides upon which their 
lives are keenly interesting, because, while somewhat strange to 
us, they have the 'touch of nature that makes the whole world 
kin,* and the very strangeness lends an additional charm and 
attractiveness to the student of mankind."^^^ 

The ubiquitous Van Rensselaer, on the other hand, recorded 
both the actual wretchedness she saw and the picturesqueness 



she perceived in the city's slums in her article of 1892 entitled 
"Picturesque New York":- 

But we cannot appreciate the picturesqueness which New York wears 
to both mind and eye unless we go immediately from the stately 
commercialism of its down-town streets to the adjacent tenement- 
house districts. Pest-holes to the sanitarian and the moralist, loath- 
some abodes of filth and horror to the respectable citizen, many parts 

of these districts gratify the eye that seeks pictorial pleasure 

I have seen Hester street . . . when it swarmed so thickly with Jews of 
a dozen lands . . . that there seemed no room for another, and all were 
as little like Americans as though they had never left their outlandish 
homes, and not a sound in their loud Babel was a recognizable part 
of civilized speech; and Hester street was amazingly like those 
foreign ghettos which traveling New-Yorkers take such pains to visit. 

Luks's account of the Hester Street market echoes the sympa- 
thetic descriptions of life on the Lower East Side that were 
penned by his contemporaries and celebrates the very exoticism 
and picturesqueness that Van Rensselaer found there. In his 
painting figures fill a foreground stage that is defined by shops 
and tenements; others are packed into the narrow street that 
recedes into the distance. The streets are so crowded, in fact, that 
the woman with a red shawl and a market basket seems to con- 
front the more fashionably dressed man in a brown derby in 
whose direction she is turned, although no real contact or recog- 
nition is indicated. Yet, despite the lively massing of forms, the 
scene is not nearly as chaotic as it appears to be in contemporary 
views of the site captured by the cameras of Byron, Lewis Hine, 
and other photographers (see fig. 174). 

Luks shows men in pairs walking and talking; many wear the 
dark hats that identify them as Jews observing the religious rule 
that men cover their heads at all times. A toy peddler, distin- 
guished by his top hat, stands just to the left of the axis of the 
composition, demonstrating a doll that climbs a string to a group 
of rapt children. A man set apart from the crowd by the white 
fedora he sports and the cigarette he smokes looks on at the left, 
self-contained, his right hand in his pocket. He is the flaneur ^ the 
artist's surrogate, observing the exotic culture from the edge of 
the scene without immersing himself in it. Toward the right a 
mustached butcher, who is differentiated from the other men by 
his bare head and his long white apron, speaks to a young 
woman holding a rooster whose feet are silhouetted against the 
butcher's apron. Behind the butcher is his shop, its window filled 
with hanging plucked chickens. In the right foreground stands a 
pushcart, a symbol for the entire neighborhood and its mercan- 
tile activities. It is a measure of the editing and euphemism of 
Luks's painting that the extraordinary clutter of Lower East Side 
pushcarts (which were said to number 2,500 and constitute a 
hazard to traffic) "^^"^ is reduced to this single cart. The cart and 
the objects it contains — a large overturned basket, a pile of 
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Fig. 175 George Luks. Bleecker and Carmine Streets^ ca. 19 15 . Oil on canvas, 
25 X 30 in. (63.5 X 76.2 cm). Milwaukee Art Museum, Gift of Mr. and Mrs. 
Donald Abert and Mrs. Barbara Abert Tooman M1976.14 
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Fig. 176 George Bellows. Cliff Dwellers, 1913. Oil on canvas, 40V4 x 42 Vs in. 
(102.2 X 107 cm). Los Angeles County Museum of Art, Los Angeles County 
Funds 16.4 



194 THE CITY 



potatoes, and a stack of blue-green cabbages — press inward 
from the picture plane toward the crowd, activating an otherwise 
stagelike space and suggesting the narrow passages of the neigh- 
borhood and the dynamic relationship between the crowd and 
the commerce that brings that mass of humanity to Hester Street. 

Luks's Bleecker and Carmine Streets (fig. 175) offers a similar 
account of another overcrowded and exotic Manhattan neigh- 
borhood that had been transformed by a wave of immigrants. 
The locale is the lower West Side at the intersection of meander- 
ing Bleecker Street, which runs northwest at this point from 
Sixth Avenue to Seventh Avenue South, with three-block-long 
Carmine Street. Although its ethnic persona, like that of the 
Lower East Side, was not monoHthic, this neighborhood was 
filled with newly arrived Italians from many different regions. 
The diverse Italians outnumbered even the Jews among the huge 
influx of immigrants that changed the face of the United States 
and especially New York in the late nineteenth century. "^^^ Luks's 
scene is thus sociologically a pendant to his portrayal of Hester 
Street as well as compositionally close to it. 

The view of shops and tenements, probably on Bleecker 
Street, is set at twilight, with still open stores whose lights cast 
puddles of brilliance on the darkened pavement. Three women 
with long white head shawls — fazzoletti — that indicate their 
peasant origins appear toward the left. A younger woman 
holding a child stands beneath the awning of the brightly lighted 
open-fronted market stall at center, gazing at the wares arrayed 
for sale. We might well imagine that these are the "eatables dear 
to the Italian stomach — olives, beans, macaroni, cheese, and 
great queer loaves of bread — spread out in inviting freshness, or 
being mauled and fingered by so many grimy thumbs that they 
lose their fresh allurement" described by a commentator of 1895 
in the even more crowded Mulberry Bend Italian colony — today's 
Little Italy.^^^ Toward the right on Luks's street a group of 
women and children gathers, encircling a man who speaks and 
gestures with his hands; a larger crowd fills the narrow street — 
probably Carmine — that runs perpendicular to the foreground 
stage. As at Hester Street, Luks has created a picturesque record 
of the curiosities associated with unusually dressed immigrants 
in a crowded section of the city but has softened the harsh 
realities of slum life. 

The intersection of Carmine and Bleecker streets is located 
within the confines of Greenwich Village; but this is a portion of 
the Village geographically remote from the exclusive precincts 
that centered on Washington Square, whose vestigial elegance 
Hassam had portrayed some fifteen years earlier in his Washington 
Archy Spring (fig. 165). Luks characteristically plunges into a 
portion of the Village that had yielded entirely to immigrants, to 
teeming slums, to crowded boardinghouses and ramshackle 
cold-water flats, to exotic shops and foreign character. Thus he 
ignores not only the remnants of patrician old Greenwich Village 




Fig. 177 George Bellows. Why Don't They Go to the 
Country for a Vacationfy 1913. Transfer lithograph 
reworked with pen, 25 x ziVz in. (63.5 x 57.Z cm). 
Los Angeles County Museum of Art, Los Angeles 
County Funds 60.43.1 



that Hassam favored but also the elements that might have an- 
nounced the emerging identity of the area as an intellectual and 
bohemian stronghold. Luks's somber palette and heavy impastos 
accord with his expressive agenda and stand in striking con- 
trast to the chromatic brilliance, feathery stroke, and sense of 
sweetness and light that identify Hassam's Impressionist image. 

Despite the clear distinctions that exist between Luks's inten- 
tions and those of Hassam, Luks's emphasis is still on the most 
positive aspects of slum life. And although Bleecker and Carmine 
Streets was completed fifteen years after Howells's Hazard of 
New Fortunes appeared, the canvas remains the painted counter- 
part of Howells's optimistic account of the new immigrant 
population of Greenwich Village, in which he wrote: " Foreign 

faces and foreign tongues prevailed in Greenwich Village The 

eyes and earrings of Italians twinkled in and out of the alleyways 

and basements, and they seemed to abound even in the streets 

March liked the swarthy, strange visages; he found nothing 
menacing for the future in them.'"^^'' Strolling uptown on Madi- 
son Avenue, March would say, "I understand now why the poor 
people don't come up here and live in this clean, handsome, 
respectable quarter of the town; they would be bored to death. 
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On the whole I think I should prefer Mott Street [in Little Italy] 
myself.""^ 

Another ReaUst interpretation of a slum neighborhood that 
retains at least an edge of euphemism is Bellows's Cliff Dwellers 
(fig. 176). Contemporary critics found much to offend genteel 
sensibilities in Cliff Dwellers, Typical of those who attacked the 
artist for his grim candor and his attraction to ugliness was 
Henry McBride, who carped:*' 'Cliff Dwellers' is appalling. Can 
New York really be Hke that in summer? The dreadful people 
crowding the street, like naked urchins, the vendors of unhygienic 
lollypops, the battalion of mothers nursing their infants near the 
footlights where you have to see them, the street car clanging its 
mad way through the throng, the gentlemen on the fire escapes 
doing their toilets and the housewives hanging out the wash, can 
anything in Bedlam or Hogarth's prints equal this P'"^"^^ As Doezema 
has observed, early viewers may have found in the painting 
confirmation of their most dire ideas about tenement-district 
life.^^^ Yet Bellows seems at least as concerned here with provid- 
ing an exhaustive catalogue of curious slum types and their 
activities as he is with offering a depressing or polemical account 
of life in a poor neighborhood. 

Bellows made a preparatory drawing for Cliff Dwellers, 
satirically entitled Why Don't They Go to the Country for a 
Vacation^ (fig. 177), that was published as the frontispiece in the 
August 1913 issue of the socialist journal the Masses. In the 
drawing the scene is identified clearly as New York's Lower East 
Side: the destination on the trolley-car sign, Vesey Street, specifically 
suggests that the site is East Broadway, a major thoroughfare in 
the neighborhood that runs southwest from Grand Street to 
Chatham Square, changes its name to Park Row, and ends at 
Vesey Street, just south of City Hall Park. The social criticism is 
acerbic in the drawing, where the artist portrays what Doezema 
has told us is the "seemingly unbearable overcrowding" that was 
"the supreme sensation registered by middle- and upper-class 
observers of New York's tenement districts."^^^ The only visible 
bit of sky is limited to a small portion of the background at the 
upper right. Humanity in the form of countless figures is packed 
into the shallow stage of a narrow street, confined and pushed 
relentlessly forward toward the picture plane by a solid curtain 
of architecture and even by a streetcar that surely would not be 
able to proceed through the horde. 

In the painting by contrast Bellows tones down some of the 
drawing's drearier details, shows far fewer people, and mitigates 
the sense of claustrophobia.^^"^ Soft light and bright colors se- 
lected and arranged according to the theories of Hardesty G. 
Maratta enliven the scene.^'^ A stiff breeze now seems to snap the 
laundry hung out on lines that activate the upper portion of the 
composition. By comparison with their prototypes in the draw- 
ing, the young mother who holds a child at center stage looks 
less haggard, less threatened by the crowd, and less burdened by 



her charge, and the children playing at the lower left have more 
space for their boisterous games. As Doezema has observed, 
another key figure, the young woman entering the tenement at 
the right, carrying home a bucket of beer, has also undergone a 
certain transformation. In the drawing she has "allowed her 
dress to slip tauntingly off her shoulder as she exchanged a few 
words with an unidentified man"; in the painting "she exposes 
no bare shoulder, she seems older and more matronly, and she 
carries a child."^^"^ 

Although Cliff Dwellers still suggests the dehumanizing crowd- 
ing of the slums, those in the crowd seem far from miserable. 
Bellows's description of the cliff dwellers' streets and habitations 
provides no rationale for the tenement-house reform that preoc- 
cupied social commentators of the period. We certainly cannot 
recognize it as an illustration of the neighborhood about which 
Van Dyke so bitterly complained in 1909: "It is a menace to the 
public health, a prolific source of contagion. Worst of all, it is a 
sink of crime and immorality. It is not creditable to New York. It 
is one of the city's most hideous features, one of its most violent 
and forbidding contrasts.'"*^^^ 

In fact, Bellows's effect is faintly Zeffirellian; the painter is 
not revolted by the site but appreciative of its picturesque po- 
tential. Rather than recalling Van Dyke's polemic. Cliff Dwellers 
is reminiscent of Howells's gentle and bemused account of the 
experiences of Isabel and Basil March as they discovered the 
realms of poverty in New York. Bellows seems to echo Basil 
March, who exclaimed upon straying into one swarming lower 

New York street, "I haven't seen a jollier crowd anywhere in 
NewYork."^37 

The painter's attraction to the picturesque notwithstanding. 
Cliff Dwellers amply fulfills Bellows's credo, shared by the 
American Impressionists and his colleagues among the Realists, 
that a painter of modern life should find his lessons and inspira- 
tion in the modern city, rather than in the academy. As he said in 
1917: "There are only three things demanded of a painter: to see 
things, to feel them and to dope them out for the public. You can 
learn more in painting one street scene than in six months' work 
in an atelier."^^^ 



Coda: Hassam's Flag Paintings 



No works could more effectively summarize the derivation from 
French models, the euphemism, optimism, nationalism, and 
nostalgia that we have identified as fundamental characteristics 
of American Impressionism and Realism than Hassam's flag 
paintings — some thirty canvases realized between 19 16 and 
1919. Allies Day, May i^ij (fig. 178) is probably the most fa- 
mous of Hassam's many flag images, the largest number of which 
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Fig. 178 Childe Hassam. Allies Day, May 1917, 1917. Oil on canvas, 363/4 x ^o'A in. 
(93.4 X 76.8 cm). National Gallery of Art, Washington, D.C., Gift of Ethelyn 
McKinney in memory of her brother, Glenn Ford McKinney 194 3. 9.1 
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Fig. 179 Childe Hassam. July Fourteenth, Rue 
Daunouy 1910, 1910. Oil on canvas, 29^8 x 19^/8 in. 
(74 X 50.5 cm). The Metropolitan Museum of Art, 
New York, George A. Hearn Fund, 1929 29.86 



date from May 1917. Because of its acquisition by the National 
Gallery of Art in 1943, A/tes Day, May i^iy also seems the most 
conspicuously national canvas Hassam painted. 

Ilene Susan Fort has connected Allies Day, May i^ij with the 
parades that were staged for the French and British war commis- 
sioners when they came to New York in early May 1917, immedi- 
ately after the United States entered World War 1. Commentators 
of 1918 wrote that the painting represents "the historic scene . . . 
when the flags of Great Britain and of France were first hung 
with the Stars and Stripes and the streets were thronged to greet 
General Jof fre and Mr. Balfour, emissaries of the new comrade- 
ship between nations.'"^^^ 

The view is of Fifth Avenue from the northeast corner of 
Fifty-second Street looking northward as the morning sunlight 
strikes the facades on the west side of the avenue. Ralph Adams 
Cram's recently completed neo-Gothic Saint Thomas Church 



stands at the northwest corner of Fifty-third Street; McKim, 
Mead and White's Renaissance palazzo built for the University 
Club appears a block to the north, with the Gotham Hotel and 
the Fifth Avenue Presbyterian Church beyond. 

Groupings of the flags of the three allies are reiterated in 
several places. The harmony among the three nations is symbol- 
ized by these groupings and, coincidentally, by the fact that their 
banners are identical in color, offering variations in pattern on 
the theme of red, white, and blue. But the American flag is 
ascendant. For there is only one large banner whose surface is 
not interrupted by a flagpole or partially obscured by another 
flag: the American flag seen against the sky toward the upper 
center of the composition, in visual dialogue with the tower of 
Saint Thomas Church. This unimpeded view of the American 
flag, its privileged position in relation to an emblem of spiritual 
authority, and its placement at the pinnacle of the composition 
suggest the supremacy of the American spirit in the scene and 
clearly strike the nationalist chord. A critic appraising Hassam's 
flag paintings in 19 19 understood the measure of patriotic pride 
that underlay them: *'In Boston, Paris and London as well as 
New York, [Hassam] has seen the poetry, the romance and 
beauty of people walking through architectural canyons of their 
own creating. To him Fifth Avenue is the most marvelous 
metropolitan street in the whole world. One can never mistake 
this impressive Avenue for any other street of any other city; 
there is nothing approaching it in composition or in realization 
of man's sense of architectural beauty. In his pictures, lives all 
that appeals to our patriotic and zealous love of this street."^'*° 

Given its pronounced nationalistic spirit, Allies Day, May 
i^ij may be read as an intentional domestication of a French 
avant-garde subject: Monet's Kue Montorgeuil, Festival of June 
30, 18 jS (fig. 180), a streetscape fiUed with flags, which was 
exhibited in Paris in 1889, when Hassam was studying there. 
Hassam himself depicted a Parisian street decorated for Bastille 
Day in July Fourteenth, Rue Daunou, 1910 (fig. 179), a canvas 
that mediates between Monet's prototype and his own more 
extensive response to the subject of a banner-lined thoroughfare 
in the World War I flag series. 

Initially, Hassam was moved by the sheer visual richness of 
the patriotic celebrations held in wartime New York. *'I painted 
the flag series," he told an interviewer, "after we went into the 
war. There was that Preparedness Day [May 13, 19 16], and I 
looked up the avenue and saw these wonderful flags waving, and 
I painted the series of flag pictures after that.'"^"^^ Thereafter, Fort 
has suggested, the artist's portrayals of Fifth Avenue draped in 
Allied flags increasingly seem to have been inspired not just by 
visual considerations but also by growing war sentiment and by 
ever more frequent war-related ceremonies and celebrations. 
Analyzing them individually and at length, she has argued that 
the flag pictures ultimately were motivated entirely by national- 
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ism and that they became intentionally patriotic statements of 
America's support of the war effort, of the nation's technological 
and military superiority, and of the triumph of democracy over 
tyranny. 

For Hassam in the flag series, elements of urban architecture 
seem to have been as crucial as the flags themselves for suggest- 
ing American superiority. The banners often project out over the 
street and overlap, obscuring parts of the buildings and the mun- 
dane details of the avenue itself, leaving only the enframement 
of skyscraper facades to identify the locale. A skyscraper in 
isolation, Hassam believed, w^as "a w^ildly formed architectural 
freak." But, he noted, the grandeur of the skyscraper — and, by 
association, of American technology — could be expressed if the 
artist composed his picture properly and showed his buildings 
under sufficiently poetic conditions.^"*^ 

In a painting such as Allies Day, May 1917^ Hassam, working 
at the end of the second decade of the twentieth century, main- 
tains the rosy spirit that characterizes American Impressionism 
from its inception. Conveying patriotic sentiments, the painting 
remains decorative and provides a dynamic and optimistic view 
of the modern metropolis. Although ostensibly challenged by the 
younger generation of American Realists — especially the Ashcan 
School — the American Impressionists continued to take a euphe- 
mistic and cheerful approach to modern subjects well into the 
twentieth century. Allies Day, May i^iy might, in fact, be con- 
sidered an unintentional parody of Bellows's Cliff Dwellers^ with 
its Allied flags projecting from Fifth Avenue facades replacing the 
laundry hanging from tenement windows. If the Realists had re- 
jected completely the heritage of their predecessors in pursuit of 
a grittier and more straightforward aesthetic, the later works of 
the American Impressionists would seem extremely anachronis- 
tic and old-fashioned. But the differences between the attitudes 
of the two groups are in many ways superficial, as we have seen, 
and much of the euphemism and optimism that mark American 
Impressionism lives on in Realism. 




Fig. 180 Claude Monet. The Rue Montorgueil, Paris. 
Festivalof]une 30, i8y8, 1878. Oil on canvas, 
^zVz X 20 V8 in. (81.3 X 48.6 cm). Musee d'Orsay, Paris 
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Paying and Playing: Some Urban Amusements 



Urban Leisure 



Detail, fig. 222 



It is these large corporate views of amusement as an asset 
that are most conclusive of our [American] state. Wfe must 
have amusement; we are in circumstances to gratify it; it is 
profitable to supply it, 
scribner's magazine (1910) 

Working before the endless replication of images in advertise- 
ments, illustrated journals, and, eventually, moving pictures dulled 
the pubUc's receptivity to visual phenomena, the American paint- 
ers of modern Hfe focused on the audience more often than they 
did on the performer w^hen recording urban entertainments. For 
turn-of-the-century audiences looking — at fine art, at displays of 
technology or consumer goods, at public performances, and, of 
course, at one another — had become a self-conscious spectator 
sport/ 

To be a spectator in the modern city w^as to be cast in a role, 
fiUing at least a bit part or even taking a star turn. This issue was 
understood by architects who designed elaborate public spaces 
to let hotel, restaurant, and theater patrons see and be seen. 
Resplendent facades, clad in the ornament of the long ago and 
far away but festooned with the latest electric lights, spilled 
"their invitations in streams of golden light across the sidewalk," 
as Mariana Griswold Van Rensselaer observed in 1895.^ Opulent 
lobbies and parterre boxes framed one part of the audience for 
the rest; refreshing roof gardens and private dining clubs at the 
tops of skyscrapers took in views of the metropolis even as they 
provided sanctuary from it, offering spectacles of the city that 
complemented the spectacles onstage.^ Gilt- framed mirrors en- 
crusted the walls of glittering hotel lobbies, lobster palaces, and 
drinking estabUshments, reflecting the city's players upon them- 
selves. After describing alluring nightlife possibilities in seductive 
detail, the ever wordy literary realist Theodore Dreiser warned in 
1900 in Sister Carrie^ "so long as . . . the human heart views this 
as the one desirable realm which it must attain, so long, to that 
heart will this remain the realm of greatness. So long, also, will 
the atmosphere of this realm work its desperate results in the 
soul of man. It is like a chemical reagent.'"^ As we will see, 
however, American Impressionist and Realist painters did not 
subscribe any more fully to the dire viewpoint of the Realist 
writers than middle-class audiences intendied to give up social 
stability for the actualities of fast living. Urban amusement was a 
form of commerce in America. The purveyors of entertainments, 
including fine art, were responsive to the aspirations and the 
sensibilities of their diverse audiences. As the editors of Scribner's 
Magazine wrote in 1910, "It is these large corporate views of 
amusement as an asset that are most conclusive of our [American] 
state. We must have amusement; we are in circumstances to 
gratify it; it is profitable to supply it."^ 
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Fig. i8i Mary Cassatt. At the Opera, 1879. Oil on canvas, ^vAx 25 in. 
(80 X 64.8 cm). Museum of Fine Arts, Boston, The Hayden Collection 10.3 5 
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Fig. 182 William Glackens. Hammerstein's Roof Garden, ca. 1901. 

Oil on canvas, 30 x 25 in. (76.2 x 63.5 cm). Whitney Museum of American Art, 

New York, Purchase 53.46 
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Continuous Performance 



The city sleeps for a few hours . . . like a weary columbine at 
the theater wing, in all its paint and spangles, expecting its 
call to "go on" at any moment. 

JOHN C. VAN DYKE (1909) 

You Americans who believe it to be the "smart" thing to go 
to Paris for a "fast" time, do not have to go out of Times 
Square. 

VARIETY (1913) 

Created on both sides of the Atlantic as the nineteenth century 
gave way to the twentieth, images Uke At the Opera (fig. i8i) 
by Mary Cassatt and Hammerstein's Roof Garden by William 
Glackens (fig. 182) highlight the overarching issue of the city 
itself as a nonstop performance for and by its inhabitants. As a 
journalist put it in 1909, "The city sleeps for a few hours . . . like 
a weary columbine at the theater wing, in all its paint and 
spangles, expecting its call to 'go on' at any moment."^ 

Succeeding as an artist during this ever-changing, self-conscious, 
and anxiety-ridden period required a skilled performance, and 
painters were expected to "go on" with increasing frequency. 
The late nineteenth century witnessed the celebration of the 
artist's studio and the artistic house as benchmarks of fashion, 
the rise of the art press as arbiter of taste, the advent of the solo 
exhibition, and the establishment of the commercial gallery as 
the art consumer's most familiar point of purchase. As artists 
became involved in framing, exhibiting, or publicizing their own 
work, or in loudly seceding from various art establishments 
amid extensive press coverage,'^ lines between real life and theater 
blurred for them. 

The growing prominence of painters as public personae dur- 
ing the nineteenth century in England, France, and America 
reinforced their interest in the stage. Indeed, painters even pic- 
tured themselves or were pictured with theatergoers and per- 
formers. By the late 1890s, at least in America, theatergoing was 
the most popular of all urban entertainments. In 1897 Foster 
Coates told the readers of the Chautauquan: "Chief of the places 
of amusement of New York are the theaters. At the present time 
there are forty-one theaters, nine music halls, and twelve muse- 
ums and concert halls open every night in the week except Sun- 
day, and a good many of them give matinees twice or three times 
a week as well."^ And by 1913 an EngUshman could opine, "You 
Americans who believe it to be the 'smart' thing to go to Paris for 
a 'fast' time, do not have to go out of Times Square."^ But later 
historians detected the vicarious nature of fast times in urban 
America, labeled by one perceptive critic "as devilish as deviled 
ham."^° How could it be otherwise, asked historian Lewis A. 




Fig. 183 Jean-Antoine Watteau. Gilles, 1717—19. 
Oil on canvas, 72V8 x 58^/8 in. (184.5 ^ 149.5 cm). 
Musee du Louvre, Paris M.I. 1121 



Erenberg, when middle-class "cabaret goers wanted merely a 
touch of expressivism in their lives, not a complete renunciation 
of convention." 

Like live performances, theater subjects in the painting of 
modern life offered both artist and audience a heady cocktail of 
acceptable artificiality tinctured with current manners. Already 
one step beyond the bounds of daily life, such themes have 
always touched profound emotions, permitting the painter to 
enter the realm of fantasy while resting on a firm foundation of 
artistic precedent. For centuries artists have used theater subjects 
to focus on social performances — on the stage, in the audience, 
or behind the scenes. All the French Impressionist figure painters 
created images centered on theater and opera, as did many other 
European painters and illustrators of the late nineteenth century. 
Predictably, subject matter drawn from the theater would appear 
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Fig. 184 William Merritt Chase. Keying Up — The 
Court Jester, 1875. Oil on canvas, 39V4 x 24^8 in. 
(loi X 63.2 cm). Pennsylvania Academy of the Fine 
Arts, Philadelphia, Gift of the Chapellier Galleries 
1969.37 



Fig. 185 John Sloan. Clown Making Up, 1909. Oil 
on canvas, 32 x 26 in. (81.3 x 66 cm). The Phillips 
Collection, Washington, D.C. 1757 



in turn-of-the-century American painting, extending the inter- 
national visual continuum. 

The very real message of the performer's hard life — be it in 
the legitimate theater with its full-length performances or on 
some less exalted stage — is given added resonance by the plan- 
gent presence of the sad clow^n. This evocative subject regularly 
reappears across the centuries in guises that range from Jean- 
Antoine Watteau's martyrlike Gilles (fig. 183) to William Merritt 
Chase's hunchbacked jester w^ho is shov^n "keying up" by pour- 
ing himself a bracing drink before facing the footlights (fig. 184) 
to John Sloan's harshly lit Clown Making Up^ an aging Pierrot 
upon whom we intrude unexpectedly, as if we had slipped in at 
the stage door (fig. 185).'"^ 

American painters of modern life followed French precedent, 
using a variety of established artistic devices to involve viewers in 



their compositions, making them part of the audience captured 
on canvas or paper. Thus Cassatt and Glackens respectively 
invite us into At the Opera and Hammerstein*s Roof Garden. 
Cassatt constructs her picture so that we enter the woman in 
black's box as a counterpoint to the figure who departs another 
box in the upper left corner. We can hardly have knocked or 
received permission to enter — the woman seems unaware of our 
presence. In Hammerstein's Roof Garden we join the spectators 
craning up at an acrobat in bright blue, inching along her tight- 
rope. In an otherwise rather drab composition, Glackens re- 
serves the richest colors, like this intense blue, to emphasize the 
performance itself. As the high- wire walker holds her Japanese 
parasol aloft to negotiate the perilous wire, a man in white — 
probably her partner in the act — looks on, flanked by festive 
red-and-white umbrellas that echo her colorful headgear. The 
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Fig. iS6 Mary Cassatt. The Loge^ 1882. Oil on 
canvas, 31V8 x 25 Vs in, {79.7 x 63.8 cm). National 
Gallery of Art, Washington, D.C., Chester Dale 
Collection 1963.10.96 




umbrellas rest on the platform from which the girl began her 
precarious journey. By drawing our eye to the tightrope with 
vivid color, Glackens makes us a part of the audience. The 
tightrope walkers are linked via the ladder that leads to the 
platform both to the master of ceremonies who announces their 
act and to a rather prim woman who observes it. With a gesture 
of her folded fan, she directs our gaze upward toward the perfor- 
mance, recalling Cassatt's use of a fa^ in At the Opera, Glackens 
cuts off the tables and chairs, setting them at a sharply tilted 
angle. Viewers of this canvas easily can imagine themselves 
crowding around another table, rubbing shoulders with strang- 
ers in the intimate space near the stage. 

Both Cassatt and Glackens have created memorable works of 
art that are informed by, but do not editorialize upon, the nature 
of social change made visible in theaters and cabarets. In both 
pictures older distinctions between good and bad behavior are 



breaking down. Privacy and politesse are at a premium in both, 
although today an opera house might seem considerably more 
decorous than a vaudeville stage, and Cassatt's central character, 
clad in a reserved matinee costume, accented by a small hat, 
transparent white gloves, and discreet pearl earrings, looks far 
more elegant to the modern eye than Glackens's garishly cos- 
tumed tightrope walker. However, at the time she executed it, 
Cassatt's image, Uke most Impressionist figure paintings, was a 
visual affront in the eyes of the public; and the opera houses of 
the period often provided settings for aggressive displays of 
wealth and power. 

Cassatt's self-possessed operagoer uses tilted-up binoculars to 
scrutinize not the stage but the unknown, unseen occupant of a 
loge box outside the picture frame. She herself is stared at boldly 
through binoculars by a heavyset male figure who leans out from 
his box opposite hers. Ignoring this boorish behavior, another man 
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has risen behind him to depart the adjoining box. These abrupt 
relationships are visual in every sense: v^e confront strangers 
observing one another w^ithout any supporting narrative tale. We 
cannot even be sure of the w^oman's identity, although Robert L. 
Herbert notes her resemblance to Cassatt, citing her "no-nonsense 
maturity" and her cool self-possession. Just as Cassatt was active 
in a male-dominated avant-garde artistic milieu, her subject is an 
active spectator, not merely the target of male scrutiny like most 
women in theater images contemporary with this one.^^ Cassatt's 
brushwork is rapid and sure, and there is an absence of extraneous 
detail. Her palette is limited but rich and strong. The woman in 
black forms a diagonal wedge, occupying fully half the canvas, 
offset by the red, white, and gold of the balconies beyond her. 
The artist uses color to link the characters in her picture. As the 
curving sweep of red velvet rail and gilt plasterwork tie together 
the two black-and-white-clad figures with binoculars, the red, 
white, and gold fan pointing toward the unseen third party in this 
triangle of strangers reinforces the direction of the woman's 
unabashed gaze. 

If the well-bred Cassatt's Parisian theater images are not 
exactly racy, the artist did fully exploit the function of the theater 
box as a showcase for public display, even in her most reserved 
treatments of the theme. One such example, The Loge (fig. i86), 
showcases Stephane Mallarme's daughter Genevieve and a visit- 
ing American girl, Mary Ellison. The two are posed with a stiff 
decorum that is intended to separate them from lower-class 
cocottes brought to the theater by their lovers.^"* By implication, 
then, Cassatt's picture delicately embraces a distinctive compo- 
nent of modern city life — the charged atmosphere where differ- 
ent social classes mingle in a public setting. 

Cassatt herself, however genteel, had begun to mingle. Several 
surviving drawings (see fig. 187) reveal not only the genesis of 
At the Opera but also a significant change in the artist's working 
methods. She developed the picture from drawings made in a 
pocket-size sketchbook she recently had begun to carry for the 
purpose of capturing immediate impressions of her surroundings 
rather than just relying on studio models. These sketches provide 
more than an unusually complete record of Cassatt's creative 
processes, however; they also document how she followed the 
practice of her French colleagues, taking the role of a flaneur^ or 
detached (usually male) observer of modern life. In addition, 
Cassatt's use of such drawings relates the American expatriate 
directly to the young American Realists, most of them former 
newspaper illustrators, who would follow in her wake, painting 
both French and American theater scenes that retain the sponta- 
neous flavor of rapidly executed sketches. Glackens was among 
them. His elaborate oil of Hammerstein's famous nightspot was 
preceded by a more anecdotal illustration, published as A Summer' 
Night Relaxation (fig. 188). This illustration focuses completely 
on the audience — here the entertainers who became the center 




Fig. 187 Mary Cassatt. Study for At the Opera, 
1879. Pencil on paper, 4 x 6 in. (10.2 x 15.2 cm). 
Museum of Fine Arts, Boston, Gift of Dr. Hans 
Schaeffer 55.28 




Fig. 188 William Glackens. A Summer-Night 
Relaxation, from Ada Sterling, "New York's Charm 
in Summer," Harper's Bazar (August 18, 1900), 
p. 972 
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Fig. 189 William Merritt Chase 
dressed for a costume ball, ca. 1886. 
Albumen print. The Parrish Art 
Museum, Southampton, New York, 
William Merritt Chase Archives, 
Gift of Jackson Chase Storm 



of attention in his painting are outside the frame. But in both 
illustration and easel painting, Glackens extends Cassatt's explo- 
ration of audience behavior, using visual devices to pull the 
viewer of the artwork into the crowd. 

At the Opera and Hammerstein's Roof Garden span the 
decades in which theater imagery, as an important subject from 
modern urban life, was transmitted across the Atlantic. Yet a 
curious hiatus occurs between the Parisian theater views made 
by such first-wave American expatriates as Cassatt and memora- 
ble theater subjects painted back in New York by Glackens and 
other American Realists. Leading American Impressionists avoided 
depicting such pubHc urban amusements, although many of 
them were avid theatergoers, and there were more than forty 
theaters in New York alone by 1897. Moreover, the Impression- 
ists and even some of the most conservative painters participated 
in high-toned pageants vaguely based on mainstream fine art, 
private amateur theatricals, and costume balls (see fig. 189). But 
while Thomas Wilmer Dewing and other artists of similar stripe 
produced canvases that related to pseudoclassical pageants, Amer- 
ican Impressionists painted almost no counterparts to the Realist 
theater images of the early twentieth century. 

The American Impressionists were family men, often socially 
prominent pillars of the community. Although Childe Hassam, 
for one, appreciated and painted the city as a nexus of economic 
and cultural power, his pictures are nonnarrative, his outlook is 
patrician, and his entertainments are often rural or private. The 
august St. Botolph Club in Boston's Back Bay and similar en- 
claves were among the earliest institutions to hang Impressionist 



canvases, but their hushed and well-furnished spaces were hardly 
hotbeds of bohemian activity. In fact, the most prestigious pri- 
vate clubhouses erected as public monuments in New York 
between 1890 and 1915 "stood as bastions against the social 
diversification of the city," according to one recent study. 
Impressionist painters, along with the writers and actors who 
were their contemporaries, frequented sedate private preserves 
like the Players Club in New York, designed by Stanford White 
in 1888. This club, which displayed a large art collection on its 
walls, was "born like Minerva, grown up, clothed and well 
educated," as the New York Times phrased it, emphasizing the 
private nature of entertainments for gentlemen of the Impres- 
sionists* generation (see fig. 190).^^ 

That a famous performer might stage a visit to a private club 
provided vicarious contact with fast living, an experience that 
could have a beneficial impact on membership. An article for 
Everybody's, illustrated by Everett Shinn, chronicles several clubs, 
including the Tenderloin Club, formed in Thirtieth Street, di- 
rectly opposite the busy police station in the heart of the enter- 
tainment district, the so-called Tenderloin. This club "became a 
rendezvous for a score or more men, artists, writers, and a few 
members" of the considerably more prestigious, politically ori- 
ented Union League Club, who "found it interesting to drop in 
there late in the evening and hear the freshest gossip of the 
theatrical and hotel world."^*^ One evening Mile Otero, a well- 
known Spanish dancer, suddenly appeared there: "Had she been 
evolved from the smoke itself the Tenderloiners would not have 

been more surprised she whirled in to the music of the band, 

performed one of the dances which were the rage at that time, 
and whirled out again. Before the spectators realized that the 




Fig. 190 Willard Metcalf, Illustration from John 
Drew, "The Actor," Scribner's Magazine 15 (January 
1894), p. 47 
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dance was over they heard from the street below the slam of her 

carriage-door, and the first woman guest of the club had gone If 

such unexpected things were likely to occur here, many other 
men wanted to join this queer club. Mile Otero, who at the 
time "commanded a higher price for a private performance than 
a grand-opera star,"^^ was not the only celebrity to favor a studio 
or private club with her purchased presence. Carmencita danced 
for Chase in his Tenth Street studio, and Mile Voclezca danced 
for Robert Henri at his school, located in the same building as 
the Lincoln Square Theatre. 

Perhaps when they were abroad, Americans shed some of 
their homegrown constraints about observing public perfor- 
mances, not only in theaters and opera houses but also under the 
garish lights of cafe-concerts and the ramshackle stages of public 
gardens. In American art both before and after the Impressionist 
era, entertainment themes are charged with the sense of slum- 
ming. A frisson from forbidden pleasures is recorded as early as 
1805, when Benjamin Silliman warned his American readers that, 
while London's Vauxhall Gardens was "superlatively elegant," 
he was nonetheless aware that "no small part of the crowd is 
composed of courtezans." He surmised that it was "a most suc- 
cessful school of corruption."^"^ Similar opportunities for cor- 
ruption are revealed in Winslow Homer's graphic record of 
abandoned public dancing at the Bal Mabille in Paris (fig. 191).'^^ 
Such exuberant activities translated awkwardly to American life 
and hardly at all to the purview of the American Impressionists. 
The observant yet patrician Van Rensselaer found New York's 
roof gardens "cool and breezy places . . . although not in the least 
poetic" and hoped that "some day, perhaps, some one will invent 
for them forms of entertainment that are neither vulgar nor 
desperately dull." She also commented on street-level gardens: 
"some of them highly ^respectable' ones, where New-Yorkers 
who were brought up in European lands love to gather in family 
groups, and to eat, drink, smoke, and chatter to the sound of 
music. And it is well to make a round of these places once at 
least, to see what our fellow-citizens like, even if we cannot share 
their likings."^^ 

When American Realists followed the American Impression- 
ists in portraying only selected aspects of modern life, their social 
activism prevented them from maintaining the cool detachment 
of their predecessors, let alone the exquisite manners and impec- 
cable dress of the true flaneur. Nor, as we have noted, did they 
maintain the Impressionists' distance from theater subjects. Per- 
haps it was the Realists' grounding in journalism — their report- 
er's need for a good story in black and white — that impelled 
them to turn back to theater imagery after a generation of artists 
had disregarded it. In any case, their journalistic experiences 
served them well, keeping them in step with the commercializa- 
tion of leisure as public entertainments — not only theater but 
also concerts, horse races, baseball and football games, prizefights. 




Fig. 191 Winslow Homer. A Parisian Ball — Dancing 
at the Bal Mabille, Paris. Wood engraving, 
9'/8 X 133/4 in. (23. z X 34.9 cm). Harper's Weekly 11 
(November 23, 1867), p. 744. Museum of Fine Arts, 
Houston, Kelsey Collection 75.73 



even church services — became important topics for early twentieth- 
century newspapers and magazines. In fact, interest in the enter- 
tainment industry had burgeoned so that in 1904 a Chicago 
journalist could report that in contemporary newspapers, com- 
pared to those of twenty or thirty years ago, "ten times the old 
amount of space is now daily given up to it.'"^^ 

People from all social classes came to public entertainments in 
America, just as they did in Europe. The American Realists, like 
their French predecessors, were class-conscious and paid atten- 
tion to the varieties of people who rubbed shoulders at these 
events. However, when French modernists addressed entertain- 
ment topics, they juxtaposed obviously incongruous types, charg- 
ing their painting with pathos and power, whereas Americans 
muted such issues. The comparison of relatively homogeneous 
audience members in Glackens's Hammersteins Roof Garden 
with sharply contrasted types — such as the debonair man-about- 
town seated next to a working girl in Edouard Manet's Cafe- 
Concert (fig. 192) — provides a case in point."^^ 

It is not a quantum leap from Manet's suggestive Parisian 
Masked Ball at the Opera (fig. 193) to Sloan's Haymarket (fig. 
194) — each nightspot was a place of assignation, and each artist 
explored an urban sexual market. Garishly dressed cocottes whis- 
per into gentlemen's ears at Manet's masked ball. And, to the left 
of the brightly illuminated doorway of Sloan's Haymarket^ where 
several women in white dresses enter, presumably without paying, 
a group of men clusters around an obvious prostitute. Manet 
shows sexual transactions that are conducted quite openly — in 
one a brightly clad, bare-armed cocotte lays enticing fingers on 
the white shirtfront of a gentleman who clutches her elbow. But 
Sloan, unlike Manet, lacks the sangfroid of a real flaneur. His 
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Fig. 192 Edouard Manet. Cafe-Concert^ 1878. Oil 
on canvas, 185/8 x 153/8 in. (47.3 x 39.1 cm), Walters 
Art Gallery, Baltimore 3 7. 89 3 



picture does not rise above a visual homily on good and evil. To 
the left an honest woman, the hooker's counterpart, trudges 
av^^ay from the sordid negotiations, carrying a heavy basket of 
laundry and trailing a little daughter who looks back with undis- 
guised curiosity — the analogue to the curiosity of a middle-class 
audience willing to go slumming so long as it is safe. On the right 
a small boy rolls his toy hoop out of the scene, offering a senti- 
mentalized contrast between child's play and the recreation of 
the lounging loafer at the Haymarket's luridly lit doorway. 

In their choices of subjects drawn from modern life, Ameri- 
cans, like their European predecessors, favored the new. Just as 
opera was a newly chic leisure option in Paris when Cassatt and 
Degas painted it, vaudeville outshone opera as a fresh entertain- 
ment of the moment in New York when the American Realists 
made it a preferred theme in their work. Opera, widely under- 
stood as the most expensive entertainment in America and rec- 
ognized as an amusement whose chief benefit was the opportunity 
for public display on the part of audience members, already had 
become a target for satire. By 1897 a journalist complained of 
"society butterflies" who could be heard "gobbUng like mag- 
pies" during performances at the Metropolitan Opera House in 



New York. He also observed, *i may be doing an injustice to the 
box-holders when I say that they care more for the social promi- 
nence that the opera gives than for the music."^° 

Typically, Glackens avoided opera, instead choosing to depict 
in Hammerstein's Roof Garden an evening in an open-air spot 
that had become one of the most popular elements in the new 
commercialized leisure of the turn of the century. Roof gardens 
spread rapidly from theaters to private clubs, department stores, 
and hotels and became ever more elaborate in the process, flour- 
ishing until the 1920s, when air-conditioning and Prohibition 
made them obsolete as well as unprofitable.^^ The spot Glackens 
painted was among the most famous in all New York and be- 
longed to Oscar Hammerstein, who took the lead in moving the 
city's entertainment district from the Union Square area up to 
Times Square. ^"^^ Hammerstein opened the Paradise Roof Garden 
atop his most lucrative theater, the Victoria, in 1899.^^ Eventually 
known simply as "the corner," the structure stood at the inter- 
section of Forty-second Street and Seventh Avenue (fig. 195). 
Hammerstein knew how to bring in the paying guests, and he 
purposefully preserved a makeshift, secondhand appearance — 
the Victoria was built of used materials, allowing audiences to 
indulge "the feeling that they were slumming in a run-down 
theatre."^^ 

The old and the new coexist in urban leisure. Glackens tempers 
his choice of a new theater with an old-fashioned entertainment — 
tightrope walking — for high-wire artists had performed a century 
earlier in suburban parks that eased the strictures of city living in 
Europe. Such entertainments also were to be found in Glackens's 
day at Coney Island and other modern American versions of the 
amusement park.^^ In addition to amusements that had origi- 
nated in suburban parks, Hammerstein's roof garden offered 
enticements worthy of Marie Antoinette's rural retreat, including 
a miniature farm and dairy, complete with revolving windmill, 
live animals, and costumed attendants.^^ A contemporary photo- 
graph (fig, 196) shows that Hammerstein's conjured up not only 
eighteenth-century aristocratic country pleasures but also con- 
temporary urban nightspots with nostalgic mills, such as the 
Moulin Rouge and the Moulin de la Galette, two lively, louche 
cabarets in Paris. Glackens painted Hammerstein's Roof Garden 
from the west end of the theater, just down the stairs from the 
miniature dairy farm. In this back area Hammerstein placed 
small tables and chairs and served refreshments, reminding us 
that food sales were an important part of a vaudeville king's 
income. 

Along with tightrope walkers and costumed milkmaids, Ham- 
merstein presented more tawdry entertainment. By 1904 his 
living tabloid downstairs at the Victoria featured appearances by 
people involved in sensational newspaper stories, anticipating 
today's talk shows by many decades.^^ Another striking modern 
element that was key in turn-of-the-century urban entertainments 
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Fig. 193 Edouard Manet. Masked Ball 
at the Opera, 1873. Oil on canvas, 
23 '/j X 28 'A in. (59.1 X 72.4 cm). National 
Gallery of Art, Washington, D.C., Gift of 
Mrs. Horace Havemeyer in memory of 
her mother-in-law, Louisine W. Havemeyer 
1982.75. 1 



Fig. 194 John Sloan. The Haymarket, 
1907. Oil on canvas, x 32'/8 in. 
(66.7 X 81.6 cm). The Brooklyn Museum, 
Gift of Mrs. Harry Payne Whitney 23 .60 
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Fig. 195 Victoria Theatre, northwest comer of 
Seventh Avenue and Forty-second Street, New York, 
1908. Photograph: Museum of the City of New 
York, The Byron Collection 

held at Hammerstein's and elsewhere seems to have been audi- 
ence involvement — even participation in the case of the cabaret.^^ 
Andy Warhol's notion that everyone will be famous for fifteen 
minutes is foreshadowed in a 191 8 publicity shot for the Casino 
Theatre, whose self-aware audience leans eagerly into the camera 
(fig. 197). 

In creating Hammerstein's Roof Garden Glackens made ar- 
tistic choices that reflect social changes echoed and encouraged 
by vaudeville, where the famous stage star and the anonymous 
shop clerk shared common ground. He paints the audience very 
broadly, turning the heads of the three figures closest in the 
foreground away from us while keeping the others in low light. 
The characters in Glackens's painting remain strangers to us as 
they would to one another in an actual urban crowd. The stolid 
middle-aged man directly under the ladder is outnumbered by 
women. He has had the bad manners to lay his straw boater 
territorially upon a shared cafe table and almost entirely cover its 
surface. The hat signals summertime, when roof garden pro- 
grams were in full swing, offering relief to wage earners stuck in 
the sweltering city. The prevalence of ladies recalls that at the 
turn of the century vaudeville theaters, like department stores, 
provided new settings where women could participate in the 
public life of the city. Some of these theaters even managed to 
simulate a domestic air. Hammerstein called the Theatre Repub- 
lic, his seventh Broadway venture, established in 1900, "the 
perfect parlor theatre," a regular *'drawing room of the drama."^^ 
The Gaiety, which opened in 1908, offered "a reception parlor, 
where a theatre party may retire between acts and enjoy them- 
selves in an atmosphere as exclusive as that of their own homes."'^^ 
The design for the Little Theatre, built in 1912, drew on domestic 



Fig. 196 Victoria Theatre Roof Garden, New York, 
looking west, n.d. Photograph: Museum of the City 
of New York, The Byron Collection 

imagery to such an extent that it suggested patrons were "guests 
for the nonce in an old colonial house behind a garden wall left 
behind in the march of progress the simple front untouched and 
the interior remodeled by an amateur of the stage.'"*' 

The woman in white resting her elbow on a chairback in 
Hammerstein's Roof Garden could be a housewife or a shopgirl. 
She may or may not be accompanied by the man with the straw 
boater, a detail that Glackens leaves vague in both illustration 
and painting. The implications of the casual relationship of these 




Fig. 197 Rebuilt Casino Theatre auditorium, New 
York, August 11, 1918. Photograph: Shubert Archives, 
New York 
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two figures and, by extension, of the others in the audience, are 
illuminated by Gunther Earth's analysis of the vaudeville house's 
impact on social behavior: "An emphases [sic] on poise and ap- 
pearance generated a matter-of-fact attitude pervading the meet- 
ing of men and v^omen on the urban scene. The celebrated star 
and the mixed audience v^hich allowed women to appear in the 
vaudeville house shaped attitudes of urban behavior that facili- 
tated contact but maintained independence, mingling the oppor- 
tunity for pleasure with freedom of choice.'"^"^ Another woman in 
Glackens's picture has an open fan in her hand; the woman behind 
her holds a menu or program. Each individual is set off from the 
others, expressing the kind of neutrality and isolation character- 
istic of the modern urban environment and already seen in 
French painting of the second half of the nineteenth century. 

The featured performer here is female. The self-possession, 
balance, poise, and independence of such female stars became 
behavioral benchmarks for urban women, who could aspire to 
the fairy-tale success of actresses and chorus girls as endlessly 
retailed in the popular press."^^ A shining example was the Floradora 
Girls, a sextet fitted out with frilly pink walking costumes and 
graceful parasols, who starred in Floradora, Shortly after this 
musical comedy opened in 1900, the members of the sextet were 
dubbed ''goddesses, the first of their class to immortalize the 
chorus girl." All six of the original actresses married million- 
aires; eventually the play was performed more than five hundred 
times, giving seventy-three Broadway beauties the chance to 
better themselves economically. "^"^ 

As leisure was commercialized, once-clear demarcations of 
class and status became ever more blurred. At an early stage in 
the development of New York's theater district, patrician fami- 
lies, including the Morgans, Tiffanys, Goulds, Vanderbilts, and 
Roosevelts, had put money into the Casino Theatre, which opened 
on Broadway at Thirty-ninth Street in 18 8 z,'*^ And in 1909 a 
socially prominent group led by John Jacob Astor, Henry Clay 
Prick, J. R Morgan, Cornelius Vanderbilt, and Harry Payne 
Whitney tried to found a national theater on Central Park West 
at Sixty-second Street, but its elitist programming and West Side 
location quickly brought it to failure. Meanwhile the entrepre- 
neurial Hammerstein and his son had made so much money on 
"the corner" that the father was able to realize his dream of estab- 
lishing an opera house, which he built on Thirty-fourth Street in 
1907; called the Manhattan Opera House, it was meant to com- 
pete with the Metropolitan Opera and to appeal to a broader- 
based audience than that of its predecessor. All these projects 
raise issues of shifting social aspirations, which remained in flux 
well into the twentieth century and sometimes resonate in the 
work of the American painters of modern life. 

Over fifty years after Cassatt scrutinized opera audiences in 
Paris, Reginald Marsh, heir to the turn-of-the-century Realists, 
surveyed a New York opera scene in Monday Night at the 




Fig. 198 Reginald Marsh. Monday Night at the 
Metropolitan, 1936. Tempera and oil on wood, 
39^^ X 29^1 in. {100.3 X 74.9 cm). The University of 
Arizona Museum of Art, Tucson, Gift of C. Leonard 
Pfeiffer 45.5.1 

Metropolitan (fig. 198) with a sardonic eye. He reduces the 
subtle visual elements pioneered by Cassatt, along with Degas 
and Pierre- Auguste Renoir, to the stuff of farce. Again black, red, 
and gold dominate the color scheme. But there is nothing elegant 
about this night at the opera. Structured as a geometric grid, the 
composition spins around a triangle of operagoers, set dead 
center and clutching binoculars, by now a time-honored metaphor 
for unashamed staring at one's fellow audience members. The 
assembled crowd represents a cross section of well-heeled types — 
top-hatted old men, bejeweled dowagers, buxom young matrons, 
and debutantes. Marsh gives them all exaggerated, cartoonish 
expressions. Although he is somewhat heavy-handed. Marsh 
joins Cassatt in observing that rich apparel worn in an expensive 
opera box does not always indicate good breeding. 

Marsh produced his opera scene at the height of the Great 
Depression, satirizing social privileges that went unchallenged 
by earlier painters.'*^ But it cannot be argued successfully that 
Cassatt and her contemporaries simply confined themselves to 
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Fig. 199 William Strickland. New Theatre, Chestnut 
Street, 1808. Watercolor and ink on paper, 
z$Vz X 33 yk in. (64.8 X 85.1 cm). Pennsylvania 
Academy of the Fine Arts, Philadelphia, Gift of 
Mr. and Mrs. William Jeanes 1975.19 



Opera and ballet as elite pastimes, while the Hkes of Glackens, 
Shinn, and Marsh among twentieth-century American artists 
chronicled the more vulgar performances of vaudeville and bur- 
lesque houses. Cassatt's protagonist in At the Opera is, after all, 
behaving rather boldly for an unescorted woman in public in the 
late 1870S. Degas's dark and suggestive readings of backstage 
arrangements between young ballet dancers and elderly patrons 
are well known. And, for that matter, as we have seen, artists 
and commentators alike recognized that the opera, in New York 
as in Paris, was not the preserve of good manners and good taste, 
but an arena for vulgar display and ostentatious jockeying for 
social position. 

Issues of upward mobility provide a common thread in the 
lives as well as in the art of the American painters of modern life. 
Herbert Croly lamented in the Architectural Record that "litera- 
ture or art has had no social standing" and averred: "While it 
is no part of [artists'] business to do honor to 'society,' it is well 
for society to do honor to them — to grant them the tribute of 
recognition which eminent French men of letters and artists 
receive from their fellow countrymen. The natural heroes of the 
American are not artists or men of letters; they are politicians 
and millionaires.""*^ Mabelle Gilman Corey, a singing star who 
had married very well, echoed these sentiments, suggesting that 




Fig. 200 John Sloan. The White Way, ca, 1926. 
Oil on canvas, 30^/4 x ^zV^ in. (76.8 x 81.9 cm). 
Philadelphia Museum of Art, Gift of Mrs. Cyrus 
McCormick, 1946 46.10.2 
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American social leaders follow the example of Europeans by 
raising artists to the ranks of social prominence and welcoming 
them to the **great houses."^^ Unlike Corey, Croly grounded his 
hope that artists and writers might enjoy a more "positive and 
formative influence" on the increased power of critics rather than 
on "the direct mixture of artists and men of letters in society."^^ 
But whether under the watchful gaze of a highborn hostess or in 
an effort to attract a critic's eye, artists were compelled to take 
display and performance into account. 

The theater had offered American artists an outlet for their 
talents since 1808, when William Rush carved his statuesque 
allegories Tragedy and Comedy to embellish the facade of Phila- 
delphia's New Theatre on Chestnut Street, recorded as an ele- 
gant, almost empty thoroughfare in William Strickland's view 
(fig. 199).^^ Moreover, in the fertile field of portraiture, an area of 
upper-crust patronage that few artists could afford to ignore, 
upwardly mobile actors and actresses appeared regularly, strength- 
ening the links between artists, writers, and the theater. As early 
as the 1 8 60s Manet, Whistler, Degas, and others were involved 
in efforts to modernize portraiture, and actors, actresses, play- 
wrights, and journalists provided some of their most suitable 
sitters. But the subject of performers, like other themes relating 
to the theater, was not addressed with any frequency by Ameri- 



can Impressionists, whose figure paintings primarily concerned 
privileged private lives. 

By the time Sloan produced The White Way (fig. 200), punning 
on freshly fallen snow as well as referring to the bright lights of 
Broadway in New York, a province of hurly-burly utterly unlike 
Strickland's staid Chestnut Street, the American painters of mod- 
ern life had returned to the theater, creating stage sets or decora- 
tions behind the bright lights and again depicting performers. 
Given the fastidious reticence of American Impressionists, it is 
worth pointing out that the strong undercurrent of sexual avail- 
ability that often provides a subtext in entertainment imagery 
reemerged at the hands of the Realists. In the early 1860s Manet 
posed the daughter of a friend as a blank-faced vagabond street 
singer leaving a cheap cabaret as she slightly lifts her skirt and 
munches symbolic cherries (fig. zoi). Decades later Henri painted 
the actress Mile Voclezca costumed for her role as Salome in 
Oscar Wilde's opera (fig. 202). Henri revealed considerably more 
flesh than Manet. But, despite changing levels of permissiveness, 
his diaphanously clad subject conveys essentially the same mes- 
sage of theatrical sexuality as does Manet's Street Singer y who 
carelessly hitches her skirt to titillate Parisian viewers with a bit 
of petticoat. 

Henri was often called the Manet of Manhattan. Since Ameri- 



Fig. 201 Edouard Manet. The Street Singer^ ca. 1862. 
Oil on canvas, 67 Vs x 41 Vs in. (171. i x 105.7 cm). 
Museum of Fine Arts, Boston, Bequest of Sarah 
Choate Sears in memory of her husband, Joshua 
Montgomery Sears 66.304 



Fig. 202 Robert Henri. Salome [No. 2), 1909. Oil on 
canvas, 77 x 37 in. (195.6 x 94 cm). John and Mable 
RingUng Museum of Art, Sarasota 937 





URBAN LEISURE 215 



Fig. 203 Everett Shinn. The Orchestra Pity Old Froctofs Fifth Avenue Theatre, 
ca. 1906-7. Oil on canvas, 17^4 x in, (43.8 x 49.5 cm). Collection of Arthur 
G. Altschul 
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can paintings on the theme of theater appeared many years after 
those created in France, Henri and his followers are open to 
charges that they are derivative. The extensive theater imagery of 
Shinn is noticeably close to the work of Degas and other nine- 
teenth-century French painters, although it is distanced not only 
in time — a period of almost forty years — but also in artistic 
purpose and in the level of chilled sophistication with which 
urban life is perceived. A number of devices in Shinn's Orchestra 
Pity Old Proctor's Fifth Avenue Theatre (fig. 203) recall strategies 
Degas employed in his first radical opera image, The Orchestra 
of the Opera (fig. 204).^^ In each a sharply angled parapet or 
brass rail separates audience from orchestra; the edge of the 
stage is also a prominent diagonal design element; and bright 
footlights blur the costumes of performers. But Degas*s picture 
was an early attempt to modernize portraiture, while Shinn had 
no such intention. Degas presents individual portraits of orches- 
tra members, which he contrasts with anonymous corps de ballet 
dancers whose heads he cuts off. Shinn, in letting the viewer see 
the dancers' faces, diminishes our concentration on the orchestra 
pit and its dominant occupant. The lighting effects that link stage 
and orchestra pit in Shinn's painting have none of the sexual sug- 
gestiveness of the double bass neck that pops up between male 
musician and female dancer in Degas's work. 

In her analysis of Shinn's theater imagery, Linda Ferber has 
pointed out that contemporary critics were well aware of Shinn's 
sources for the stylish visual conventions that he employed in his 
depictions of modern life. Although some observers found Shinn's 
prototypes "too apparent," it is significant that others "accepted 
these models as providing appropriate pictorial vehicles with 
which to interpret experience once excluded from the canon of 
acceptable subjects for American artists." Ferber explained, *'In 
the habit of glamorizing home-grown talent by association with 
European masters, many even took a measure of pride in dub- 
bing Shinn the 'American' Degas, Forain, or Raffaelli."^^ 

Shinn's travels abroad, where he frequented the Parisian cafe- 
concert and intimate cabaret, parallel the slightly earlier pilgrim- 
ages of many an American Impressionist to the countryside 
around Giverny, and his translation of foreign music-hall sub- 
jects into American vaudeville scenes has its counterpart in the 
filtering of New England landscapes through an Impressionist 
lens by his French-trained American predecessors. Despite such 
correspondences, however, Shinn and his generation were set 
apart from the American Impressionists by their embrace of 
themes beyond those supplied by the privately owned country 
retreat: for the canon of acceptable American subjects clearly 
expanded as a concomitant of the egalitarian opportunities pro- 
vided by the development of modern cities. The former actress 
Corey observed: "Much has been said about the total lack of 
artistic appreciation in America. Singers, noted actors, and oth- 
ers have publicly commented upon it. I think the statement that 




Fig. 204 Edgar Degas, The Orchestra of the Opera, 
1868-69. Oil on canvas, zzVj. x 18 in. (57.2 x 47 cm). 
Musee d*Orsay, Paris R.F. 2417 

it is totally lacking is too sweeping, for there is indeed a deep and 
growing appreciation of art, but it is not to be found among 
people of wealth and social position so much ... as it is among 
the middle classes."^'' It was the middle class that patronized 
vaudeville in American cities. "All are equals here," pronounced 
a vaudeville actress in a long dedicatory poem that marked the 
opening of B. F. Keith's New Boston Theatre, a splendid vaude- 
ville house, in 1894.^^ 

In general, artistic and theatrical circles reveal in microcosm 
the fluid nature of status in American life. An illustrator might 
become an artist, an actress could be transformed into a society 
matron. Frederick Proctor, a contemporary of Keith's and Ham- 
merstein's and a leader in the development of vaudeville, made 
news in the entertainment industry by acquiring the Fifth Avenue 
Theatre at Broadway and Twenty-eighth Street in 1900. The 
Fifth Avenue was the first legitimate theater to be converted from 
playhouse to vaudeville stage, stimulating the flow of talent from 
one kind of performance to another. Lillie Langtry was among 
the scores of stars Proctor brought from the legitimate stage into 
vaudeville. The New York Herald reported, "The invasion of the 
heart of the Broadway theatre district by the prominent 'continu- 
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ous performance' manager is indeed a surprise."^^ As the report- 
er's comment suggests, the estabHshment of a vaudeville beachhead 
on Broadway was not the only change Proctor wrought upon 
New York's entertainment world. He had previously introduced 
the concept of the continuous show — "After Breakfast Go to 
Proctor's, After Proctor's Go to Bed" was his often repeated 
advertising slogan.^^ The impact of this innovation on the new 
middle-class theater patrons has been analyzed by Barth: 

Audiences generally liked the studied casualness of the "continu- 
ous," which softened the formality of the theater. People moved in 
and out of the house at their leisure, after they had learned to find 
their seats in the section of the auditorium that corresponded to the 
tickets they had purchased for fifty, thirty- five, or fifteen cents. The 
freedom of movement and the disappearance of reserved seats en- 
couraged the same independent and egalitarian spirit that the mod- 
ern city had fostered. Vaudeville's aggressive format, repeated each 
afternoon and evening, brought the momentum of the modern city 
from the sphere of work into that of amusement.^^ 

Shinn seems to sound variations on the theme of the continu- 
ous show in his Orchestra Pit^ his formal devices echoing and 
reinforcing the sense of the continuous nature of the perfor- 
mances in which his musicians and dancers are engaged. Like the 
repetitious brass rings that support the foreground curtain, 
the heads in the pit draw the eye in an endless circular movement 
from the nearest figure with his back to us over to a pair of musi- 
cians seen in profile and three-quarter views, then up and across 
the stage, where three brightly lit dancers look at the audience. 
Their heads descend from left to right — up, out, and down — 
beginning the circular movement again. The continuous perfor- 
mance was a mixed blessing for such vaudeville performers, who 
"needed the energy to create the magic that unified the separate 
acts like the continued vibration of a tone linking the breaks 
between the notes of a staccato phrase in a piece of music. In 
contrast to an ordinary actor or actress, the vaudeville performer 
had to generate the magnetism to attract a large audience, year 
after year, in a world of entertainment that knew no season."^^ 

This was taxing at best, and successful vaudevillians consid- 
ered themselves workmanlike and dependable performers; they 
were "finished, resourceful, technically expert," according to 
one witness, who also found actors' private lives characterized 
by "sobriety, orderliness, and dullness."^"* Diaries, journals, and 
memoirs reveal that, like many actors, most of the painters of 
modern life — Realists as well as Impressionists — lived orderly 
private Uves. For painters, as well as vaudeville artists, were 
dependent upon continuous performance to make their liveli- 
hood and so labored to create a continuous stream of saleable 
artwork. 

Shinn's performers probably were not getting rich for their 
labors. Inexpensive ticket prices helped vaudeville give legitimate 
theaters a run for their money. When Proctor's Fifth Avenue 



Theatre opened in the heart of the entertainment district, a 
journalist noted, "the prices . . . will astonish Broadway — fifty 
cents for the best orchestra seat and twenty-five cents for the 
balcony."^^ But despite the eager crowds, vaudeville performers 
were not safe from exploitation and blacklisting by powerful 
booking agents, who dominated the vaudeville business by the 
turn of the century: "The vaudeville czars shrewdly recognized 
their precarious position in a business where artists were both 
labor and product. During disputes they asserted their power by 
showing movies."^^ 

A history of New York theaters as they served up an evolving 
menu of various urban entertainments during the twentieth 
century — hosting live performances and then films, and in some 
cases giving way to sleazy burlesque houses or television sound- 
stages and in one sad instance to a discount art gallery — tells us 
that audiences would continue to change, posing a never ending 
challenge to painters, writers, and performers alike. 

Sloan's MovieSy Five Cents (fig. 205), painted at about the 
same time as Shinn's Orchestra Pity is a visual reminder that 
continuous performance heralded, and eventually would be re- 
placed by, entertainments on film. Readily duplicated, and in the 
early days less expensive than live performances, movies soon 
dominated the entertainment industry. As the pace of modern 
life speeded up, technologies and entertainment options changed, 
and changed with increasing rapidity, just as they continue to 
change, at an ever more accelerated rate, today. Thomas Lamb's 
Strand Theatre, the first Broadway house especially built for 
moving pictures, went up in 1913, the year that the Armory Show 
shocked the art public with modernisms far more radical than 
anything the American Impressionists and Realists had attempted.^^ 

In the face of such change, artists sought stable footing on the 
bedrock of tradition, offering, if you will, a continuous perfor- 
mance of old themes reworked for modern times. Sloan's movie 
house composition strongly recalls Le Dram, an earlier theater 
image by Honore Daumier (fig. 206). Each artist shows us specta- 
tors who are deeply engaged with a play or film in progress, and 
the chief interest of each is in how the audience reacts to what is 
being presented onstage. Sloan, like Daumier, seems to have 
understood that an actor is crucially dependent upon making a 
connection with the audience. So, by implication, is the drafts- 
man or painter, who chooses to perform with pencil or brush. 
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Fig. 205 John Sloan. Movies^ Five Cents, 1907. Oil 
on canvas, zyA x^vA in. (59.7 x 80 cm). Private 
collection 



Fig. zo6 Honore Daumier, Le DramCy ca. i86o. 
Oil on canvas, 38V8 x 35^^ in. (98.1 x 90.Z cm). 
Bayerische Staatsgemaldesammlungen, Neue 
Pinakothek, Munich 
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Fig. 207 William Glackens. Chez Mouquin, 1905. Oil on canvas, 48 x 39 in. 
(121. 9 X 99.1 cm). The Art Institute of Chicago, Friends of American Art 
1925.295 
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Dining Out: Propriety and License 



We are cheerful sinners, it seems. If we love luxury, we love 
it in its social aspect rather than as individuals. 
scribner's magazine (1910) 

One entered Mouquins to shed all forms of seriousness. 

BENJAMIN DECASSERES (1932) 

Among the most familiar of all early twentieth-century American 
paintings, the Realist images Chez Mouquin (fig. 207) by Glackens, 
Chinese Restaurant^ and McSorley's Bar (figs. 215, 222), both by 
Sloan, address multiple hungers in turn-of-the-century America. 
Painted to challenge viewers but also to please them, these canvases 
are concerned not only with publicly consumed food and drink 
but also with purchased companionship. The first two works show 
us harlots, high and low; the last depicts the kind of drinking 
establishment around which controversy raged for decades, cul- 
minating in the baldly class-oriented strictures of the Prohibition 
era, which began in 1919. Yet Glackens and Sloan broach their 
topics gently — the wistful faces at Glackens's immaculate Hnen- 
covered table and the cheerful figures in Sloan's cluttered, clatter- 
ing eatery suggest the essentially positive terms with which America 
was often contrasted with Europe; they are colored with the 
euphemistic brush that warmly tints American painting, as com- 
pared with the chill vision of its French prototypes. Indeed, in 
1910 one European visitor who toured the Great White Way was 
struck by "the spectacle of numbers of people eating expensive 
dishes at midnight and in pubUc to the sounds of what make for 
the lute and the lyre" and concluded that "gayety in America is 
universal." A journalist responded to the visitor's enthusiasm by 
noting that "we are cheerful sinners, it seems. If we love luxury, 
we love it in its social aspect rather than as individuals."^^ 

The American debt to French modernist painting is palpable 
and strong in the realm of restaurant themes, as it is in the area 
of theater imagery. And American restaurant pictures, like the- 
ater scenes, were usually the province of early twentieth-century 
Realists, rather than of the Impressionists, whose respectable airs 
and private club memberships diverted their interest from such 
subjects. Private dining clubs encouraged detachment, allowing 
members to view the madding crowds at a comfortable remove 
through large plate-glass windows. Hassam's distanced city views, 
such as Union Square in Spring (fig. 171), capture the same sort 
of panoramas that patrons saw through the windows of private 
dining clubs crowning the summits of downtown skyscrapers 
(see fig. 208). The elevators to these establishments sped the 
weary man of affairs — be he artist, banker, or manufacturer — "as 
much out of New York as if he had made an hour's journey into 
the country. The din dies away. He is far above dust and clanging 
cars. He can breathe pure air. And, sinking back in the arms of a 



hospitable leather chair, he looks down over the city as a tired 
traveler might look down from a mountain crag."^° 

However, by the turn of the century the tremendous growth of 
the middle class in American cities brought burgeoning demand 
for gustatory entertainments that were more accessible than those 
confined to private homes and clubs or provided by a small num- 
ber of exclusive restaurants like Delmonico's or Sherry's in New 
York. Restaurateurs were there to meet the demand. Not surpris- 
ingly, new restaurants aimed at middle-class consumers took 
their lead from aristocratic establishments such as Delmonico's 
(fig. 209), where elegant meals epitomized New York's upper- 
class social life by the mid-i88os: "Many persons . , , learned for 
the first time at Delmonico's that dinner was not merely an 

ingestion, but an observance When we compare the com- 

mensalities of our country before the Delmonico period . . . with 
our condition in respect of dinner now, and think how large a 
share of the difference is due to Delmonico's, we shall not think 
it extravagant to call Delmonico's an agency of civilization."^' 

By the early years of the new century the majority of urban 
restaurants were ethnic, including Chinese, French, German, 




Fig. 208 Otto Bacher. Illustration from "Mid-Air 
Dining Clubs," Century Magazine 62 (September 
1901), p. 642 
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Fig. Z09 W.T. Smedley. A Luncheon at Delmonico*s, 
Harper's Weekly {December 5, 1891), pp. 982-83 



Greek, Hungarian, Italian, Mexican, Russian, and Spanish estab- 
lishments. Most were less expensive than Sherry's or Delmonico's, 
and there were many places where "for from forty to seventy-five 
cents, one [could] lunch or dine in the atmosphere of foreign 
cookery, with a little music thrown in for good measure."''^ By 
1909 Good Housekeeping reported on a plethora of ethnic es- 
tablishments, asserting that "New York has more good restau- 
rants than any other city in the world, save Paris." New and 
better culinary havens were springing up in other American cities 
as well.^^ 

While a number of the most fashionable new dining spots 
opened their doors on Fifth Avenue, the liveliest were located in 
the theater district, or Tenderloin. Broadway restaurants like 
Chez Mouquin let middle-class patrons experience splendors 
they could not find at home and were as frivolous as the staged 
entertainments enjoyed at nearby theaters and vaudeville houses 
after dinner or before a bird-and-bottle midnight supper.'^'* "One 
entered Mouquin's to shed all forms of seriousness," a habitue 
recalled.^^ The decoration of restaurants, Hke that of theaters, 
made use of exotic artistic themes — the exterior of Murray's 
Roman Gardens, for example, imitated a Parisian hotel enriched 
with allegorical and mythological statuary, and its main dining 
room conjured up the ancient city of Pompeii, trenchantly de- 
scribed in the Architects' and Builders' Magazine as "the New- 
port of Rome."^^ 

Like theaters, restaurants frequented by the American paint- 
ers of modern life ran the gamut from the chic and fashionable to 
the disreputable and bawdy. These artists often depicted restau- 
rants in the vicinity of their studios. In Renganeschi's, Saturday 
Night (fig. 210) Sloan captures the lively crowd at a popular 
Italian restaurant on West Tenth Street, "a stone's throw frohi 
Jefferson Market Jail," and close to the painter's new studio at 



3 5 Sixth Avenue. '^'^ Nostalgia — a hallmark of American paintings 
of modern life — coexisted comfortably with commercialism on 
many levels in urban restaurants. For recent immigrants, of 
course, the many ethnic nightspots, of which Renganeschi's was 
typical, were reminders of home. After he executed Renganeschi's, 
Saturday Nighty Sloan recalled that the proprietor, born in San 
Marino, Italy, kept "a watercolor drawing on the wall ... a full 
length and breadth portrait of the native land of which he was so 
proud. These matters all explained by Signor Renganeschi in 
person to all interested."^^ The message of Sloan's picture, which 
features the restaurateur's treasured watercolor, is one of boister- 
ous prosperity coupled with a longing for the old country. 

Glackens too dined close to home, for Chez Mouquin was in 
his immediate neighborhood. A few years before painting the 
glittering establishment, which stood on the corner of Twenty- 
eighth Street and Sixth Avenue, Glackens had taken a studio at 
13 West Thirtieth Street, only two blocks away. He dined often at 
the downstairs cafe of the conveniently located food emporium.^^ 
Mouquin's was also near many publishers' offices, including 
McClure's and Scribner's. This must have been handy for Glackens 
and other artists in the area, since periodicals proved a depend- 
able commercial outlet for restaurant and other urban imagery, 
in turn providing the wherewithal for artists' sojourns in restau- 
rants, cafes, and nightclubs. 

Doubtless Chez Mouquin appealed to Glackens not only 
because of its proximity but also for its historic and artistic 
associations. Glackens painted the flashy new branch of Chez 
Mouquin, which had opened in the Tenderloin in 1898, but it is 
likely that he knew the property on Twenty-eighth Street already 
had served as a tavern as early as 18 10. Certainly he also would 
have known the history of Mouquin's much older establishment 
on Fulton Street. Members of The Eight, the circle to which 
Glackens belonged, were among the many artists and writers 
who frequented both restaurants, and their lively semipublic 
discussions on current art topics may well have been bolstered by 
the awareness that earlier movers and shakers had once fre- 
quented the bar at Mouquin's on Fulton Street.^^ 

Moreover, the new Mouquin's was one of the best French 
restaurants in New York (fig. 211). With its "mirrors and . . . 
cushioned seats around the walls, in true Parisian style," this 
"veritable cafe francais"^^ must have been a welcome reminder to 
Glackens and his colleagues of student days in Paris. Indulging 
in an evening's entertainment at so resplendent a watering hole, 
"one might well imagine himself . . . transported to the Quartier 
Latin," according to a writer for Good Housekeepings who also 
remarked: "There is music, there are Frenchmen, with pointed 
shoes and luxuriant beards, playing checkers, sipping their 
Quinquina Raspail or Dubonnet and listening to French music 
played by French musicians. When the theater crowd pours in, 
everyone is gay and sings and rises with uncovered head when 
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Fig. 2IO John Sloan. Renganeschi*s, 
Saturday Nighty 191 1. Oil on canvas, 
26'/, X 32 in. (66.7 X 81.3 cm). The 
Art Institute of Chicago, Gift of 
Mary Otis Jenkins 1926. 1580 






the Marseillaise is played."^^ Meeting together at a spot Hke 
Mouquin's surely re-created the spirit of camaraderie that in- 
formed earUer student gatherings in Europe like the one Willard 
Metcalf recorded in The Ten Cent Breakfast (fig, 82). 

As one would expect, Glackens's broadly painted canvas is far 
less explicit than one of the magazine illustrations that he or his 
Realist confreres might have executed; but it nevertheless quite 
clearly expresses ideas about urban social relationships that 
already had been formulated by Manet, Degas, James McNeill 
Whistler, and other late nineteenth-century artists. Chez Mouquin 
portrays James B. Moore, who owned yet another restaurant, 
the Cafe Francis. He is seated at the right, eyes averted from 
the viewer, lifting a small glass of whiskey or perhaps even the 
Dubonnet or Quinquina Raspail mentioned in Good House- 
keeping, His companion, who turns away from him, glances 
away from us wearing an enigmatic expression and touches the 
stem of a well-filled cocktail glass. Like the open pink rose in the 
little tabletop still life, the nameless woman is in full bloom. 
Behind the Manet-like roses a suggestive bottle stands tall. Re- 
marking upon "that still life which makes life at Mouquin's cafe 
far from still," one contemporary newspaper critic announced, 
"It is the moment of liqueurs and soft asides. An indepen- 
dently wealthy bon vivant, Moore was noted in artistic and 



Fig. 211 Mouquin's Sixth Avenue Restaurant in 
New York^ from Amy Lyman PhilHps et al., "Famous 
American Restaurants and Some of the Delicacies for 
Which They Are Noted," Good Housekeeping 48 
(January 1909), p. 26 
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(February 1905), p. 193 

literary circles for his amorous peccadilloes involving a series of 
young women whom he referred to as his daughters. 

Such extravagant and fraught scenes are also played out in 
contemporary literature. For example, the central character in 
Dreiser's once scandalous novel Sister Carrie contemplates her 
previous impoverished innocence, "poor, hungry, drifting at her 
wits' ends," while supping with her lover at Sherry's, In this 
restaurant, which was in reality famed as New York's leading 
haunt of the young, smart set,^^ Dreiser tells us: "The air of 
assurance and dignity about it all was exceedingly noticeable to 
the novitiate. Incandescent lights, the reflection of their glow in 
polished glasses, and the shine of gilt upon the walls, combined 
into one tone of light which it requires minutes of complacent 
observation to separate and take particular note of. The white 
shirt fronts of the gentlemen, the bright costumes of the ladies, 
diamonds, jewels, fine feathers — all were exceedingly noticeable." 
Like Glackens, Dreiser makes us aware of mirrors in every direc- 
tion, "tall, brilliant, bevel-edged mirrors — reflecting and re- 
reflecting forms, faces, and candelabra a score and a hundred 
times."^^ 

In 1905, the same year Chez Mouquin was painted, a percep- 
tive journalist wrote of a far less pretentious French restaurant 
in New York (fig. 212), "within a stone's-throw of gray old 
Washington Square," a place where classes mixed, offering ob- 
servers "a continuous human comedy": 

There are artists from the near-by studios, occasionally with their 
models, representatives of old New York families who cling to their 
down-town homes unmoved by the up-town progress of fashion, 
newspaper writers and literary men, bachelors from a Washington 
Square apartment-house, brokers and lawyers, and that undefined 
quantity commonly known as "men about town." . . . The woman 



whose family has been socially conspicuous in New York for several 
generations is under no delusions regarding the picturesque creature, 
who looks as if she might be a walking advertisement for a diamond 
counter, sitting at the adjoining table with a man who was the de- 
fendant in the latest society divorce scandal. She does not see the man, 
or pretends not to, but she furtively inventories the woman's jewellery 
display, and finds it all a part of the entertainment of the place. 

The general message of Glackens's Chez Mouquin^ like the 
meaning of the picturesque creature in the little French restau- 
rant, is accessible to anyone; however, as is often the case with 
nonnarrative images of modern life, some of the relationships 
here are so personal to the artist that the uninitiated viewer 
cannot possibly perceive them or interpret their significance. 
Moore, who had served as Glackens's best man, depended upon 
his own Cafe Francis as a means of contact with the artists, 
writers, and lawyers who frequented it. The face shown in the 
mirror over Moore's shoulder is that of Charles FitzGerald, an 
editorial writer who championed the painter's work in the New 
York Evening Sun and who eventually would marry the paint- 
er's wife's sister Irene, Here FitzGerald's reflected visage mirrors 
our own act of witnessing the assignation. Glackens's wife, 
Edith, is the woman in the red-ribboned hat posed with her back 
to the handsome couple on the banquette. Edith, like FitzGerald, 
is just a reflection in the mirror, and she is set like a gentle moral 
rebuke, separating Moore from the current target of his affections. 

Similar incidents from the comedy of manners motivate other 
Realist restaurant paintings, for example Sloan's Rathskeller (fig. 
213), which depicts Soula's Rathskeller in Philadelphia.^^ Sloan 
himself described the motif of this canvas as "the divided atten- 
tion noticeable in the young lady with a beer escort whose lonely 
neighbor is buying champagne."^° A New York critic amplified 
Sloan's visual story line, which already borders on a narrative 
tableau, calling the picture "a transcript of a phase of life metro- 
politan. The silhouette of the young woman, the fatigue in her 
attitude, the 'mug' of the chap near her — a spider watching for 
the fly that is, in popular parlance, born every minute."^ ^ 

Optimism distances these slightly tawdry American scenes 
from their French models: tough images of working women and 
prostitutes in public cafes, such as Degas's Women on a Cafe 
Terrace, Evening (fig. 214).^"^ Degas's streetwalkers are hemmed 
in by a grid of crowded tables, chairs, and mirrors, while Sloan's 
female figure floats more freely in the ample space between 
the two men — formal strategies that call to mind differences in 
social mobility of these women. We cannot quite imagine the 
Frenchwoman who makes a rude gesture with her thumb to her 
teeth in Degas's cafe escaping her sordid surroundings through 
marriage. But just such an escape was a constant theme in 
American life — whether actual or fictive. Sloan's democratic 
suggestion of a possible rise from beer to champagne in The 
Rathskeller^ and the relative decorum of the picture, remind us 
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Fig. 213 John Sloan. The Rathskeller, 1901. Oil on 
canvas, 35'A x 27^4 in. (90.Z x 69.2 cm). Cleveland 
Museum of Art, Gift of the Hanna Fund 46.164 



that American restaurant scenes, like their theater counterparts, 
addressed the aspirations and fantasies of a middle-class audience. 

Although the hooker with a heart of gold has remained a 
stock character in American fiction and film throughout the 
twentieth century, there has been, to be sure, a certain amount of 
resistance to the parading of the cliche. One outraged critic who 
encountered Chez Mouquin at the Macbeth Galleries in 1908 
complained that "vulgarity smites one in the face at this exhibi- 
tion" and asked, "is it fine art to exhibit our sores?"^^ But the 
bars, cafes, and restaurants chosen as subjects by American 
painters of modern life were pleasant enough for the most part, 
places of convivial exchange, for the American city was a place 
of open-ended — if not always equal — opportunity. 

The sensibility that views such themes as benign pertains even 
when the exchange involved is completely outside the bounds of 
conventional middle-class morality, as Sloan's Chinese Restaurant 
(fig. 215) demonstrates.^"^ In 1909 Sloan painted his picture of a 
restaurant on Sixth Avenue, probably near Thirtieth Street, after 
recording this encounter: "felt restless so went to the Chinese 
restaurant and was glad I did for I saw a strikingly gotten up girl 
with dashing red feathers in her hat playing with the restaurant's 
fat cat. It would be a good thing to paint."^^ 

In Chinese Restaurant Sloan ranges four figures across a grid 
of red window frames. Each head is isolated, but the hands form 
a chain across the canvas, and additional visual cues tie the pro- 
tagonists together. With her vivid red plume the single woman 



Fig. 214 Edgar Degas. Women on 
a Cafe Terrace, Evening, 1877. 
Pastel over monotype on paper, 
16 '/s X 23 Vfi in. {41 X 60 cm), Musee 
d'Orsay, Paris R.F. 12257 
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Fig, 215 John Sloan. Chinese Restaurant, 1909. Oil on canvas, z6 x 32 in. 

(66 X 81.3 cm). Memorial Art Gallery of the University of Rochester, New York, 

Marion Stratton Gould Fund 51.12 
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dominates the scene. A common decorative motif in Chinese 
restaurants to this day, the stylized Chinese characters painted 
above her on the wall signify good fortune. We may be observing 
a woman of easy virtue, but Sloan sees her as having a heart of 
gold, for she dispenses good fortune in the various forms of food, 
companionship, and amusement. Her red plume arches over 
toward a man, who, like her, wears a hat. He ignores her to slurp 
noodles from a blue-and-white bowl. Shortly the woman will be 
paying for his dinner, just as she now feeds the cat that sits in 
rapt attention at her feet. Sloan himself articulated this interpre- 
tation when he wrote, "The girl is feeding her boy friend, before 
taking him home, in one of the many Chinese restaurants of that 
day."^^ The woman's delicately extended fingers point at the cat 
on the floor and the man on the other side of the table. The link- 
age of figures effected by her fingers, her looping plume, and the 
chain of hands is also carried through by repetitions of costume: 
her stark black dress and frilly white collar are echoed in the 
sober suits and collars of her escort and the laughing men at the 
next table; even the cat has a somber gray coat with a white 
collar. Like us, the two men at the right side of the picture are an 
audience for this essentially good-natured little performance. 

Contemporary descriptions of low-ceilinged, noisy Chinese 
restaurants in lower Manhattan underscore the accuracy of Sloan's 
vivid image. As one such account of a place in Chinatown tells 
us: "Some of the patrons have before them huge bowls of steam- 
ing rice, which they eat by bringing the dish to their lips, and 

then literally shoveling the food into the open mouth the odor 

of fuming cigarettes fills the air; an incessant babble prevails 

a greedy cat munches away under one of the tables. ... the 
'slummers' eat, drink and are merry in their new experience with 
strange dishes."^^ Characteristic details of Sloan's interior are 
also reiterated in surviving vintage photographs, which suggest 
that, like the vaudeville theater and the rathskeller, the Chinese 
restaurant relied upon predictable decor (see fig. 216). 

Another sort of ethnic eatery that attracted both the public 
and the painters of modern life was discussed by George Barry 
Mallon in "The Hunt for Bohemia," an article of 1905. Mallon 
informed the readers of Everybody's that the desire of country 
visitors "to see something of the bohemian side of New York 
[meant] demand very naturally has created a supply." The jour- 
nalist drew a parallel between a Greenwich Village restaurant 
and the stage, considering each an arena for public performance 
and underscoring our perception of affinities between the two 
realms: "In this place one Saturday night is so much like another 

that it suggests a tiresome vaudeville performance That there 

are many conventional people who hope to discover something 
akin to the bohemia of fiction, a shadowy province peopled ex- 
clusively by abnormally clever fellows, which is a neutral ground 
between propriety and license, is shown by the thousands who 
visit such restaurants."^^ 




Fig, 116 Restaurant in Chinatown, 24 Pell Street, 
New York, 1905. Photograph: Museum of the City 
of New York, The Byron Collection 

Mallon dismissed some of the more determinedly bohemian 
restaurants as tourist traps but wrote an enticing description of 
an unnamed cafe in the heart of the Hungarian neighborhood — 
almost certainly the well-known Little Hungary. One of the two 
largest and most popular Hungarian restaurants in New York, 
Little Hungary had achieved special fame after President Roosevelt 
visited it; among the less exalted patrons were neighborhood 
tradesmen, painters, decorators, and musicians, as well as the 
occasional well-heeled customer. Mallon's observations on the 
establishment's more prosperous clients make it clear that slum- 
ming was common practice at the turn of the century not only 
in theaters but also in restaurants: "Half a dozen of the people 
'from up-town,' who come to the place only on Friday nights, 
arrive, the men in evening clothes, and the women in their opera- 
wraps, and ... a table is cleared for them near the orchestra. 
Though they are people from another world, there is no objec- 
tionable inspection of them by the Hungarians. A stranger in a 
box at the opera attracts more curious eyes."^^ 

Among Shinn's illustrations for "The Hunt for Bohemia," one 
calls attention to the orchestra at Little Hungary, underscoring 
how, as performance subjects, theaters and restaurants overlap 
for the observers of modern life. Shinn was not the only Realist 
who visited Little Hungary; we know that Sloan also went there — 
and that he found it too expensive. Glackens, for his part, exe- 
cuted an illustration of another popular Hungarian restaurant, 
the Cafe Boulevard at Second Avenue and Tenth Street, which 
a journalist of the period praised, although she was well aware 
that the commercialized atmosphere was not entirely spontane- 
ous: "No more popular table d'hote restaurant is to be found in 
New York . . . characterized by an air of refinement which one 
would hardly expect to find in a place of its size and locality." 
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Fig. 217 John Sloan. Hell Hole^ 19 17. Etching and aquatint, 8 x 10 in. 

(20.3 X 25.4 cm). The MetropoHtan Museum of Art, 

New York, Gift of Mrs. Harry Payne Whitney, 1926 26.30.60 

This and similar comments in the popular press reveal that the 
Realists' choices of restaurant subjects were on the safe side. 

The Realists also played it safe with themes relating to orga- 
nized gambling and prostitution, confronting these serious urban 
problems in turn-of-the-century America^°^ with discretion if at 
all. The premises of such notorious madams as Mrs. Sadie West, 
Miss Maud Harvey, and Five Penny Fan Bennett, for example, 
did not stimulate the American painters of modern life to create 
brothel images in the manner of Degas. Sloan, who claimed 
never to have gone slumming for subject matter, stayed outside 
such hot spots as the Haymarket (fig. 194), which combined the 
features of a restaurant, dance hall, and variety show. 

Even Sloan's Hogarthian etching Hell Hole (fig. 217) is rea- 
sonably sedate, for all its cigarette smoke and stemmed glasses. 



We are rather disappointed to learn that this backroom hangout 
for artists, writers, and other bohemians in Greenwich Village 
was nicknamed Hell Hole in the etching and was actually called 
The Golden Swan.^*^"^ Not until world war and international 
economic depression had taken their toll did American restau- 
rant and cafe scenes assume a coarse, knowing, decadent tinge. 

When American Realists addressed convivial scenes, they had 
many art-historical precedents, both staid and indecorous, upon 
which to draw. Charles Webster Hawthorne's early image The 
Story (fig. Z19) embodies the comfortable balance that turn-of- 
the-century painters of modern life often struck between homage 
to masters of the past and engagement with contemporary issues. 
Hawthorne, like George Luks and Henri — not to mention Chase, 
Hawthorne's most important teacher — wielded a self-consciously 
vigorous brush. The old master in question here is Hals, whose 
inspiration was acknowledged in Hawthorne's own day. Sadakichi 
Hartmann recognized the dark tonalities, sharp contrasts, and 
rather crude brushwork of The Story as a young modernist's 
stilted bow to Hals, but he wrote also that Hawthorne "boldly 
opens up, in native soil, new nuggets of beauty and surprise, in 
sympathetic touch with American genius and taste."^*^^ The im- 
pact of French modernism on the painting's mood of personal 
isolation amid public revelry seems clear to us now but was less 
evident to early twentieth-century viewers. 

Hawthorne probably began his picture shortly after he trav- 
eled in Europe during the summer of 1898, at which time he 
visited the Frans Hals Museum in Haarlem to examine that old 
master's work at first hand. (The Story was one of several "Hol- 
land sketches" that he exhibited in New York the following 
summer.) In Haarlem Hawthorne would have seen several 
large group portraits showing officers seated around banquet 
or meeting tables. A detail from one of these, Banquet of the 
Officers of the St, George Civic Guard Company (fig. 218), 
provides the obvious source for his composition. He reversed 




Fig. 218 Frans Hals. Banquet of the Officers of the 
St, George Civic Guard Company (detail, left side), 
1616. Oil on canvas, 5 ft. SVs in. x 10 ft. yVs in. 
(1.8 X 3.2 m). Frans Hals Museum, Haarlem 
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Fig. 219 Charles Webster Hawthorne. The Story, ca. 1898-99. Oil on canvas, 
48 X 30 in. (121. 9 X 76.2 cm). Hirshhorn Museum and Sculpture Garden, 
Smithsonian Institution, Washington, D.C., Gift of Joseph H. Hirshhorn, 1966 
66.2410 
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Fig. 220 Edgar Degas. Absinthe, 1876. Oil on canvas, 
36'/4 X 26^/4 in. (92.1 X 67.9 cm). Musee d*Orsay, 
Paris R.F. 1984 

Colonel Hendrick van Berekenrode and Captain Jacob Laurensz, 
put them in modern dress, and filled the draped table surface with 
an up-to-date still life of pitcher, punch bowl, glasses, and fruit. 

Works such as The Story gave rise to Hartmann's character- 
ization of Hawthorne as **a painter of 'types' surrounded by a 
jumble of still Hfe."^°^ But what kind of types does he show in The 
Story} Like most successful painters of modern life, Hawthorne 
did not spin simple narrative tales. The Story is not as easily read 
as it might appear at first glance; in fact, the meaning remains 
open to endless interpretation. During Hawthorne's lifetime 
the picture was published with various titles: "The Diners," *The 
Story," and "The Pleasures of the Table." ^''^ Hawthorne kept 
the setting and the nature of his protagonists ambiguous. Accord- 
ing to a document of the 1940s, an art student and a janitor may 
have posed for the two unidentified figures, but whatever the 
models' actual status and relationship, if any, their evening dress 
is intended to suggest attendance at a chummy smoker in a men's 
club. In 1919 the painting was described in an auction catalogue 
as follows: "Two brown-haired men of merry features and rosy 




Fig. 2ZI Charles Webster Hawthorne. Bums Drinking, 
1903. Oil on canvas, 40 x 30 in. (101.6 x 76.2 cm). 
Mr. and Mrs. Alan D. Levy, Los Angeles 

complexion sit close side by side, on the right, at a table laden 
with things good to eat and drink — and both edibles and atten- 
dant utensils are equally good to look upon, in their richly col- 
orful surfaces."^ ^ ^ This upbeat merchandising ignores the palpably 
dark mood of the picture itself. One man seems to be speaking. 
Morose rather than merry, his companion slumps down at the 
table — he is nearly as grim as the cafe patrons in Absinthe by 
Degas (fig. 220), If this is a story, it does not seem to be amusing, 
and, on viewing Hawthorne's picture, we might well question 
whether the pleasures of the table are indeed pleasurable. Soon 
after he completed The Story ^ Hawthorne produced the gloomy 
Bums Drinking (fig. 221) , which frankly concentrates on men of 
low degree, thereby sending a clearer message than its predeces- 
sor, albeit a message that again is tempered by an old-master 
treatment. 

Early twentieth-century critics of Hawthorne's work down- 
played his well-developed interest in aesthetic matters, without 
which he hardly could have joined Chase and Henri as a prominent 
American art instructor. They presented him as a representative 
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of vigorous, new, masculine forces that were said to be sweeping 
through American art. One detected "a touch of the athletic and 
energetic American youth"; another admired his "crude but 
marvelously virile" color sense that pitted "blotches of immacu- 
late vermilion" against "permanent blue" and "chrome-yellow" 
to "fight for supremacy on his canvases."""^ This move away from 
supposedly effete aestheticism toward a purportedly more robust 
art, theoretically embodied in the work of Hawthorne, along 
with that of George Bellows, Henri, and others, played a central 
role in the perceived watershed that was thought to divide the 
American Impressionists from the Realists who followed them. 

In 1952 Hans Hofmann summed up the artist-as-he-man 
position, which he and his fellow Abstract Expressionist painters 
carried to its ultimate extreme, writing that Hawthorne's pic- 
tures, although indebted to Whistler as well as to Manet, "do 
not have that esthetic charm so much demanded today by ane- 
mic hypersensitives. His painting is the antithesis of the prevail- 
ing misconception that admires taste and design It is more 

important that Hawthorne's work is robust and provocative, 
that it gives evidence of an abundant, vigorous mind, of a cata- 
clysmic temperament Painting rises out of the volcanic center 

of the artist's temperament. Compared to this, estheticism is only 
shadow.""^ When the aestheticism of the 1880s and 1890s fell 
out of favor in the twentieth century, the genteel, well-to-do 
artist-businessmen who established themselves under its aegis 
had to make way for rougher, less advantaged types whose 
self-appointed task became not to mirror sacred social values in 
works of art but to question them. 

A central arena for the discussion of such issues was the 
saloon, although prior to World War I normal masculine behav- 
ior in saloons and public houses could be as staid and dignified 
as that seen in the most decorous private club — and captured by 
Sloan in his painting McSorley's Bar (fig. 222) . One journalist 
went so far as to label saloons "the poor man's club," adding 
that "the saloon exists because liquor is not all men want. 
Three-fourths of the saloon's patrons are impelled thither by one 
of the finest cravings of the soul, the craving for human fellow- 
ship."""* Literary descriptions of pubs bear out this interpreta- 
tion. The troubled Hurstwood in Dreiser's Sister Carrie entered 
a Chicago saloon "anxious to find relief" and discovered "quite 
a company of gentlemen were making the place lively with their 
conversation. A group of Cook County politicians were confer- 
ring about a round cherry-wood table in the rear portion of the 
room. Several young merry-makers were chattering at the bar 
before making a belated visit to the theater. A shabbily-genteel 
individual, with a red nose and an old high hat, was sipping a 
quiet glass of ale alone at one end of the bar.""^ 

Despite their link to urban machine politics and the inflamed 
rhetoric of temperance reformers, many saloons functioned as 
neighborhood centers, providing services that went far beyond 



the proffering of liquor by the drink. Saloons furnished the only 
public toilets in cities, allowed the use of their watering troughs 
for teamsters' horses, cashed checks, lent money, and provided 
the free lunches that helped many a workingman make do with 
his slender paycheck.^ These bars tended toward ethnicity but 
transmitted the prevalent culture to their working-class immi- 
grant patrons. King's Handbook of New York reported in 1892 
that "there are German Lager-beer saloons everywhere, wine 
shops in the ItaUan and French quarters, 'vodka' shops among 
the Russians, 'nomado' bars among the Chinese.""^ In them, as 
Dreiser commented, "the would-be gilded attempt to rub off gilt 
from those who have it in abundance." In Dreiser's day saloons 
were legion; in Chicago, where his Sister Carrie begins, the 
number equaled that of all the city's groceries, meat markets, 
and dry-goods stores combined."^ 

Sloan's own recollection of McSorley's bar on East Seventh 
Street, where he occasionally "had a glass of ale and walked 
home," suggests a welcoming, collegial atmosphere: "McSorley's 
'Old House at Home' is a favorite out-of-the-way retreat for 
appreciative ale drinkers. Behind its dust covered front window 
an ancient bar, sawdust covered floor, walls covered with old 
sporting and theatrical prints and programmes, it survived almost 
alone the modernizing of the saloon." 

The year after Sloan painted McSorley's, Hutchins Hapgood 
described the establishment for the readers of Harper's Weekly^ 
echoing the painter's emphasis on its old-fashioned character. 
Lauding McSorley's Bar as "an ancient landmark" and "a relic 
of one phase of American life that has passed," Hapgood wrote: 

The quaint portrait of old Peter Cooper hangs on his saloon walls, 
also an old play-bill announcing a comedy by Harrigan and Hart 
called "McSorley's Inflation." An old copy of the New York Herald, 
framed on the wall, announced the assassination of President Lin- 
coln. The walls are covered with old New York and national remi- 
niscences A one-hundred-years-old safe, an ancient slanting chest, 

old solid chairs and tables, a sedulous care manifested to keep the 
place as it always was help to establish an atmosphere of tradition 
and permanence. Entering the saloon one seems to leave present day 
New York and to find oneself in a quieter and more aesthetic place . . . 
the heavy, solid chairs, the rich, dark colors, the trailing mementos of 
the past give pause to the headlong spirits, tending to take away 
what is unbalanced.*^* 

Sloan and Hapgood share, then, the same sense of cultural 
change and the same longing for escape into nostalgia that tinge 
so much American art and literature at the turn of the century. 
Hapgood lovingly applied the favorite adjective — "old" — and 
enumerated quaint furnishings, playbills, and memorabilia to 
conjure up a connection with the past. Sloan called it forth with 
the dark palette of old-master painting, for by now artists were 
quite in the habit of making reference to old masters to help 
justify new modernisms. As Hapgood put it, "Rembrandt would 



URBAN LEISURE 2.31 



Fig. 222 John Sloan. McSorley's Bar^ 1912. Oil on canvas, 26 x 32 in. 

{66 X 81.3 cm). The Detroit Institute of Arts, Gift of the Founders' Society 24.2 
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have delighted in McSorley's and I think that Velazquez would 
have found his accent there, too, as our own John Sloan does.'"'^'" 

The nostalgic element apparent in McSorley's Bar is even 
more clearly expressed in McSorley*s Back Room of 1912 (Hood 
Museum of Art, Dartmouth College, Hanover, New Hampshire), 
where an old man sits alone by the window, a mug of ale in front 
of him. The old man embodies Sloan's recollection of John 
McSorley, who founded the bar in 1854^"^^ and who was, by 191 3, 
"dead these three years at the age of eighty-seven . . . one of the 
historical figures of our town,"^^"* The back room, said Sloan, 
"was like a sacristy. Here old John McSorley would sit greeting 
old friends and philosophizing." Sloan recalled with a touch of 
regret, "Had all saloons been conducted with the dignity and 
decorum of McSorley's, prohibition could never have been brought 
about." Sloan's portrayal of McSorley, we can see, is a reverie 
on a dead man who represents old values. McSorley and his bar 
continued to inspire Sloan in related images created as late as 
1930 "from blessed memory," according to the artist. 

The escapism that made McSorley's attractive was, and still is, 
a major element in urban entertainments of all sorts; it charac- 
terized the luxurious saloons of New York that sound so alluring 
in Moses King's 1893 guidebook: "Hundreds of these places are 
very elegant, with heavy plate and cut glass, rich carved wood, 
fine frescoes and other decorations, and valuable pictures. Kirk's 
at Broadway and 27th Street, and Stewart's, in Warren Street, near 
Broadway, are particularly famous for their collections of rare oil 
paintings." Sloan's picture McSorley's Bar^ as well as his writ- 
ten recollection of the spot, establishes a parallel between this 
and grander establishments such as Stewart's, for the walls that 
Sloan portrayed are also encrusted with framed images. What 
appears to be a sporting picture in a gold-leaf molding stands out 
on the left in his painting, next to a carved bust; several portraits 
appear on the adjacent wall. 

It is no accident that artists frequented saloons; patronage 
could be fostered there. For example, Theodore Stewart was one 
of several saloon proprietors who helped support the work of 
still-life painter William Michael Harnett. When Stewart pur- 
chased and hung Harnett's After the Hunt of 1883-85 (The Fine 
Arts Museums of San Francisco) in his Warren Street estabHsh- 
ment, it was considered the glory of the saloon. According to an 
account of a witness, visitors were "riveted before it in groups." 
Looking at Harnett's painting in a bar instead of in an art gallery 
was a liberating, democratic experience, similar to watching 
theatrical performances in a roof garden or vaudeville house 
rather than at the opera. The saloon as environment performed 
an enabling action — rather like today's museum programs de- 
signed to entice novices and to make them comfortable in the 
presence of fine art. Some of these saloon customers eventually 
became collectors themselves. 



By offering food gratis at their counters and displaying works 
of art upon their walls, saloons for the workingman mimicked 
the most expensive casinos of the rich. Nightspots like Richard 
Canfield's gambling palace on East Forty-fourth Street, two 
doors down from Delmonico's restaurant, boasted a Stanford 
White interior and an art collection that featured several major 
works by Whistler now in the Frick Collection in New York.' 
Canfield's "free lunch" included not only the food but also the 
liquor and cigars consumed by customers. Members of The Four 
Hundred were discreetly entertained there, but only when they 
could afford the minimum bets.'^^ 

Offering similar opportunities to purchase an evening's enter- 
tainment in convivial surroundings, the corner saloon and the 
private casino had much in common as twin outlets for com- 
modified leisure in American life. Although the customers came 
from various levels of society — sometimes intermingling, some- 
times not — behavior was not so markedly different in either 
arena that standards of decorum precluded an individual from 
experience in both. Mammon had less respect for social position 
than for cash flow, and commercialized entertainment cut a wide 
swath across traditional boundaries of class and gender. Clearly 
the American painters of modern life recognized this central 
characteristic of a fluid turn-of-the-century society. 



Sporting High and Low 



[An American] amuses himself by intensity, and this is the 
case whatever be the nature of his amusements, for he has 

very coarse and very refined ones The most vehement of 

those pleasures ,,.are those of sport, 

PAUL BOURGET (1895) 

In the ring he struck to hurt, struck to maim, struck to 
destroy; but there was no animus in it. It was a plain 
business proposition, 

JACK LONDON (1909) 

When Paul Charles Joseph Bourget, member of the French 
Academy, visited America in the early 1890s, he took particular 
note of sports and the theater in his observations of "American 
Pleasures." The two types of entertainment were linked as 
performance arts, in which the activities of the few were ob- 
served by the many. These arenas were not mutually exclusive — 
sporting champions, like actors, enjoyed public acclaim, and 
sports heroes sometimes even appeared on the vaudeville stage. ' 

The commercialization of leisure activities in America could 
hardly have escaped Bourget's notice. He would have encoun- 
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tered a good deal of sporting art — like the Harnett hunting still 
life, or images of prizefights and horse races — embellishing the 
walls of public gathering places. Saloons and poolrooms were 
among the first sponsors of commercialized sport, and gambling 
connected with athletic spectacles took place in such establish- 
ments.^ Bourget also would have seen sports celebrated in com- 
mercial art, from lithographed advertisements to freestanding 
trade figures. 

The Frenchman Bourget set out to describe, in positive if 
nationalistic terms, an American character very different from 
the Latin character of his compatriots. He postulated that Ameri- 
cans' pleasures seem *'to imply, like their ideas and their labors, 
something unrestrained and immoderate, a very vigorous excite- 
ment, always bordering on violence, or, rather, on roughness and 
restlessness. Even in his diversions the American is too active 
and too self-willed. Unlike the Latin, who amuses himself by re- 
laxation, he amuses himself by intensity, and this is the case what- 
ever be the nature of his amusements, for he has very coarse and 

very refined ones The most vehement of those pleasures and 

the most deeply national are those of sport." Bourget was 
particularly fascinated by "the passion for boxing," and he 
observed that "even the election of the future President will not 
excite more popular feehng."^^^ 

This "passion for boxing" animates Club Night (fig. 223), the 
canvas with which Bellows initiated his most powerful series of 
pictures. Bourget's description of a boxing match could easily 
stand as a reading of Bellows's canvas, with its harshly lit, cruelly 
opposed fighters literally clad in black and blue and almost en- 
gulfed by a sea of hellish faces: 

A sort of gurgle of pleasure escapes from the audience, an inter- 
rupted gurgle which will change by and by from a sigh to a howl, as 
the fight becomes brisk or quiet. [One fighter] attacks with more 

vigor than his opponent, but His adversary has a better guard. He 

advances, he retires without moving his body, and his cruel face . . . 
is really like that of death. The blows fall more heavily as the fight 
progresses. The bodies bend to avoid them. The two men are furious. 
One hears their breathing and the dull thud of the fists as they fall on 
the naked flesh. After several blows of harder delivery, the "claret" is 
drawn, as they say, the blood flows from the eyes, the nose, the ears, 
it smears the cheeks and the mouth, it stains the fists with its warm 
and red flow, while the public expresses its delight by howls, which 
the striking of the gong alone stops. 

A journalist's reaction to Bellows's 1907 canvas is quite like 
Bourget's account of the real thing: "It is a brutal boxing match 
(surely four ounce gloves) about to degenerate into a clinch and a 
mixup. One pugilist is lunging in the act of delivering a 'soaker' 
to his adversary. You hear, you feel the dull impact of the blow. A 
sodden set of brute 'mugs' ring the circle — upon the platform 
the light is concentrated. It is not pleasing this, or edifying, but 
for the artists and amateur the play of muscles and the various 
attitudes and gestures are absolutely exciting." ^"^^ The two writ- 



ten narratives are separated by almost fifteen years, but their 
similarities suggest that the specifics of individual boxing matches 
varied little, an idea reinforced by the close compositional paral- 
lels among Bellows's boxing scenes. 

In 1909, two years after he completed his first boxing canvas. 
Bellows landed two more telling blows in his fight for artistic 
recognition with a pair of pictures vigorously painted in the same 
dark palette as Club Night, Even though the three works have 
much in common, and each has the initial visual punch of a large 
bruise. Bellows escalates the emotional impact from the first to 
the second and from the second to the third. Smaller than Club 
Nighty the second painting, Stag at Sharkey's (fig, 224), records a 
fiercer fight. The two antagonists take more exaggerated posi- 
tions than the men in Club Night but seem evenly matched. The 
cartoonish faces in the crowd are more distorted. And if Bellows's 
first two boxing matches are contests, the third, and largest. 
Both Members of This Club (fig. 225), is a rout. The bleeding 
boxer on the left is close to collapse, and several onlookers are 
leaving their seats, trying to get into the ring. 

In each of these three pictures a ringside spectator turns 
from the howling, bloodthirsty crowd to look back over his 
shoulder, engaging our attention and pulling us into the midst of 
the spectacle. In each Bellows creates relationships between vari- 
ous members of the crowd. We are reminded of the artful inter- 
locking of audience members in Cassatt's earlier At the Opera 
(fig. 181). 

Bellows may express a certain ambivalent class awareness 
by basing his treatment of ringside touts and swells on the 
conventions of popular cartooning. Noting that Bellows carica- 
tured only the working class, Rebecca Zurier observed, "if the 
use of comic sources for slum subjects helped Bellows evoke 
contemporary imagery, it also helped him — and his audience — 
put these characters in their place."^"*^ And Marianne Doezema 
linked Bellows's emotions with his boxing paintings, interpre- 
ting Club Night as "a kind of cathartic expose of his journey to 
the enticing urban underworld." ^"^^ Like some of the spectators 
who populate various images of urban leisure. Bellows himself 
was slumming not only by attending the fights but also in elect- 
ing to paint them. About the audience he encountered at the 
matches, the artist maintained, "the atmosphere around the 
fighters is a lot more immoral than the fighters themselves."^"*^ 
Jack London confirmed this idea when he described a profes- 
sional boxer and the crowds that watched him in his classic 
prize-ring short story of 1909, "A Piece of Steak." London's 
battered character "bore no grudges and had few enemies. Fight- 
ing was a business with him. In the ring he struck to hurt, struck 
to maim, struck to destroy; but there was no animus in it. It was 
a plain business proposition. Audiences assembled and paid for 
the spectacle of men knocking each other out.'"'^'* 

The boxing pictures distill Bellows's personal perceptions. 
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Fig. 223 George Bellows. Club Night, 1907. Oil on canvas, 43 x 53 in. 
(109.2 X 134.6 cm). National Gallery of Art, Washington, D.C., John Hay 
Whitney Collection 1982. 76.1 
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Fig. 224 George Bellows. Stag at 
Sharkey's, 1909. Oil on canvas, 
^6^4 X 48 V4 in. (92.1 X 122.6 cm). 
The Cleveland Museum of Art, 
Hinman B. Hurlbut Collection 
1133.22 




Fig. 225 George Bellows. Both 
Members of This Club, 1909. Oil 
on canvas, 45^/4 x 63 Vs in. 
(114.9 X 160.3 cm). National Gallery 
of Art, Washington, D.C., Chester 
Dale Collection 1944. 13. i 



236 THE CITY 




Fig. 226 Currier and Ives. The Great Fight for the Championship. Between John 
C. Heenan '*The Benicia Boy," & Tom Sagers, "Champion of England" Which 
took place April ijth i860, at Farnborough, England. The battle lasted 2 hours 
10 minutes 42 rounds, when the mob rushed in & ended the fight," n.d. 
Lithograph, 9?/, x 133/4 in. (24.8 x 34.9 cm). Museum of the City of New York, 
The Harry T. Peters Collection 5 8 . 3 00. 209 



heightened by his own fears and ambitions and tinged with a 
certain savvy opportunism — for the artist chose his theme at a 
time when the subject of boxing was widely discussed in the 
national press. Although the series is freighted with layers of 
meaning, Bellows's primary concern in them was the making of 
art, not anecdotal reportage. Bellows himself was forced to 
protest this point and defend Club Night as '*a picture of two 
athletes in intense action" rather than an attempt to document 
the details of an actual boxing ring.^"^^ 

Not only the stirring action of contemporary sporting events 
but also the static conventions of popular sporting prints fed into 
Bellows's work.^"*^ After the Civil War, lithographs representing 
famous pugilists were widely circulated in America. Surviving 
prints depict single or paired combatants, both British and Ameri- 
can. Essentially commemorative, the prints usually record either 
a ceremonial pugilist-as-hero or a moment in a specific fight. 
One forty-two-round match (fig. 226) lasted for two hours and 
twenty minutes until "the mob rushed in and ended the fight." 
Reference to the mob and the scene's outdoor setting remind 
viewers that public prizefights were rowdy affairs, illegal as often 
as not. As a journalist of 1911 explained, such matches frequently 
attracted "a great many turbulent and otherwise undesirable 
persons" and boxing was "practised by men who do nothing else 
for a living." ^"^^ Moreover, many pugilists, including Tom Sharkey, 
proprietor of the club-saloon Bellows frequented, came from 
recent immigrant groups. ^"^^ 

Bellows's boxing pictures, then, hang upon an ominous, shift- 
ing background of wrenching social and economic conflict. De- 
spite legal difficulties and the unsavory lives some of them led, 
boxers attained widespread public recognition during the 1880s 
and 1 890s, mirroring the rise of theatrical entertainers. Yet like 
other entertainers, boxers found themselves transformed from 
social outcasts to revered public personalities. Not only Bellows 
but also his audience sensed the whiff of the urban underworld 



associated with boxing. Boxing provided the same kind of fris- 
son that slumming uptowners sought in nightclubs and restau- 
rants, as names like John L. Sullivan — the earliest of America's 
legendary sporting heroes but hardly a saint — became house- 
hold words in the last decade of the nineteenth century. ^"^^ Not 
surprisingly, efforts to make boxing a legitimate public entertain- 
ment (with attendant admission charges) were frequently KO'd 
by constantly changing and sporadically enacted regulatory leg- 
islation spurred by churchmen and other reformers who tried 
to limit the sport's growth on the grounds of its brutality and 
undeniable, often overt links to gambling. '^"^ 

Boxing images reflect America's British cultural heritage, but 
legal history helps illuminate the meaning of these pictures in 
relation to other performance subjects regularly chosen by the 
French modernists and the Americans who followed them. Box- 
ers, like actors and street performers, traditionally were members 
of a wandering underclass of entertainers, a fact recognized by 
a commentator of 1911 who wrote: "The ban upon the non- 
productive class that took part in prize-fights was a part of the 

anciept law of England that 'all able idle men' must be 

compelled to go to work in some productive employment or be 
driven out of the county by the sheriff. In the early days of that 
law the 'able idle men' at whom it was chiefly aimed were 
jugglers, wrestlers, tumblers, actors, and glee-men or minstrels 
who strolled about the country, Hving upon the people and 
producing nothing."^^^ Similarly repressive laws against French 
street performers, in effect since the late 1700s, inform such 
pathetic images as Daumier's Wandering Saltimbanques (fig. 
227), part of the visual legacy of the subject of the sad clown. 
Sloan's variation on this theme, Clotun Making Up (fig. 185), 
was reproduced in the popular press along with Bellows's Stag at 
Sharkey's as two of four paintings representing the revolutionary 
spirit at the Exhibition of Independent Artists in April 1910, a 
coincidence that underscores the intersection of theatrical and 
boxing subjects (fig. 228). 

Enterprising theater and opera house managers who engaged 
"professors of pugilism" to give exhibitions onstage thwarted 
state and local authorities who did their best to prevent matches 
in the early years of American boxing. '^"^ As a former pugilist 
himself, Sharkey was well aware of boxing-as-performance. In 
fact, he even performed for the camera: according to an obituary, 
"in 1899 ... he battled Jef fries at Coney Island for 25 rib-cracking 
rounds under a broiling bank of 400 arc lights (for an early at- 
tempt at indoor movies)."' 

Such paintings as Club Night and Stag at Sharkey's are them- 
selves performances, starring the artist's vigorous, broadly brushed 
figures that capture the excitement of a fight in progress. In gen- 
eral, Bellows's boxing compositions recall a stage. The athletes 
performing at Sharkey's club are riveted in the glare of theatrical 
light. Bellows favored a low vantage point, setting the viewer 
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right in the middle of the overheated audience, whose varied, 
often loutish reactions do much to animate each scene — strategies 
and details not unlike those employed in paintings and prints by 
Daumier, with whom Bellows was often compared (see fig. 206). 

Bellows's boxing pictures also resonate with earlier works by 
Thomas Eakins, whose Between Rounds (fig. 229) pointedly 
acknowledges the connection between boxing and the theater. 
Like characters in a play, the types that make up the world of 
boxing are distributed across the canvas: the prizefighter resting 
on a stool, his attendants, the timekeeper who regulates the 
rounds, the policeman who regulates the crowd, the reporters 
whose colorful journalism would describe the fight in the morn- 
ing papers, and the various paying members of the audience, from 
the well-dressed gentlemen ringside to touts in the balcony. By 
hanging two theatrical posters above the ring, Eakins reinforces 
the sense of interrupted performance conveyed by the central 
image of the pugilist at rest. On one poster, an actor strikes a 
traditional pose; on the other, Pierrot, the sad clown, peeks up at 
a buxom actress. Attendants hover anxiously over Eakins's ex- 
hausted boxer, trying to keep him going for another round, 




Fig. 227 Honore Daumier. Wandering Saltimbanques, 
1847-50. Oil on wood, izVs x 9V4 in. {32.7 x 24.8 cm). 
National Gallery of Art, Washington, D.C., 
Chester Dale Collection 1963 .10.14 



a continuing performance. The cut lemon that provides a bright 
yellow accent at the corner of the ring is one of the tools used in 
the struggle to keep the show alive — the acidic fruit was applied 
to stanch bleeding cuts sustained in the fight. 

Eakins, like Bellows, had witnessed prizefights, and this expe- 
rience is mirrored clearly in the accurate specifics he recorded in 
his boxing pictures. The Eakins series is so packed with detailed 
information that one scholar was prompted to speculate, 'it is 
as though [Eakins] had begun to venture into the language of 
popular illustration to describe these subjects with mass appeal." ^ 
But Eakins's boxers are distanced from the athletes Bellows 
painted by a decade, a period during which American artists 
increasingly moved away from academic finish. Thus Bellows's 
work, unquestionably rooted in the language of popular culture, 
is much more agitated and active than Eakins's boxing series, 
with its elegant drawing, discreet measured brushwork, and 
static moments. Bellows's self-consciously aggressive strokes of 
paint, Satanic bloody palette, and action-packed compositions 
reflect not only the loosening of academic strictures but also a 
tightening fear that American culture had become too feminine 




Fig. 228 "Exhibition by Independent Artists Attracts 
Immense Throngs," from New York American 
(April 4, 1910). 
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Fig. 229 Thomas Eakins. Between Rounds^ 1899. 
Oil on canvas, $oV^ x 40 in. (127.6 x 101.6 cm). 
Philadelphia Museum of Art, Gift of Mrs. Thomas 
Eakins and Miss Mary A. Williams 29.184.16 



and effete. In this culture the manly sport of boxing, at once 
brutal and noble, became a metaphor for changing conceptions 
of masculinity. A telling defense of boxing appeared in North 
American Review in 1888: 

Come then! let thinking men who value their manhood set them- 
selves in array, both against the army of those who, unmanly them- 
selves, wish to see all others reduced to their own level, and against 
the vast following who, caught by such specious watchwords as 
"progress," "civilization," and "refinement," have unthinkingly thrown 
their weight into the falling scale. Has mawkish sentimentality be- 
come the shibboleth of the progress, civilization and refinement of 
this vaunted age.^ If so, then in Heaven's name leave us a saving 
touch of honest, old-fashioned barbarism! that when we come to die, 
we shall die, leaving men behind us, and not a race of eminently 
respectable female saints. 

It is not hard to read between the lines and find threatened 
virility here. 



In early twentieth-century art journalism, the same spirit that 
inspired the popular journalist's paean to manliness prompted 
the common use of active, aggressive adjectives such as virile and 
potent. Critic Guy Pene du Bois, reviewing the Independent 
Artists' exhibition of April 1910 for the readers of the New York 
American, scorned the "long-haired, dreamy-eyed, velvet-coated 
aesthetic," affirming that the show was a "vital, manly — if artis- 
tically vulgar — record of a living, seeing, breathing set of human 
beings." Today such vehement journalistic positions ring hol- 
low, offering only the thinnest mask for agendas driven by race, 
class, or, in this case, gender. But in Pene du Bois's time, in the 
interest of stylistic change, it was easy enough to forget about the 
much publicized verbal and physical pugilism of Whistler, a 
recently deceased "long-haired, dreamy-eyed, velvet-coated aes- 
thetic" — who flew fearlessly in the face of newspaper critics and 
once knocked his rival Seymour Haden through a plate-glass 
window. 
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Fig. 230 George Bellows. The White Hope, 19ZI. 
Lithograph, 15^8 x 19 in. (38.4 x 48.3 cm). Columbus 
Museum of Art, Ohio, Museum Purchase, Mrs. H. B. 
Arnold Memorial Fund 55.2 




Fig. 231 George Bellows. The Law is Too Slow, 1923. 
Lithograph, 18 x 14 v4 in. (45.5 x 36.8 cm). Amon 
Carter Museum, Fort Worth 1985.145 



Bellows's Both Members of This Club (fig. 225) is constructed 
as a pyramid that dramatically evokes not only physical but also 
social struggle. Its punning title underscores the outcast status 
pugilists were trying to overcome, referring to the practice of 
giving boxers instant membership in private clubs where matches 
were held to circumvent legislation against public prizefights. 
The title also alludes to the issue of race, which the picture 
highlights by pitting a black against a white, giving the black the 
upper hand, and raising the possibility of equal status, at least in 
this kind of club.'^^ 

Black sportsmen's struggles for public acceptance were far 
more difficult than those of whites. To propose black boxing 
champions as symbols of racial equality, or superiority, as 
Bellows did in Both Members of This Club (originally titled 
A ^^gg^^ ^^d a White Man)^ was to endanger the status quo. A 
commentator's warning, made in 1909, is charged by the volatile 
state of turn-of-the-century American race relations: "It is really 
a serious matter that, if the negro wins, thousands and thou- 
sands of other negroes will wonder whether, in claiming equality 
with the whites, they have not been too modest," In fact, only 
a year after Bellows painted Both Members of This Club^ the 
victory of a black boxer. Jack Johnson, over Jim Jeffries, the 
great white hope, caused race riots in numerous eastern and 
midwestern cities. 

Johnson himself proved a showy, hard-living champion with 
three interracial marriages to his credit. In trouble with the law, 
he fled the United States and spent an adventurous European 
exile on the vaudeville stage before returning home to serve a 
year in Leavenworth prison. The controversial Johnson's "ele- 
vation [was] not of benefit to his race," opined a journalist for 
the New York Times in 1910,^^"^ expressing the typical point of 
view of his contemporaries. It was not until well after World 
War I that black boxers were accorded the same respect as their 
white counterparts. 

Certainly Bellows was aware of American racial tensions 
when he approached his prizefight subjects. He returned to the 
theme of interracial boxing in 19 21 with his lithograph The 
White Hope (fig. 230), in which the black man's victory is clear. 
The title, however, evidences the discomfort with which the 
entrenched majority still viewed black champions. Bellows's 
short-story illustration The Law Is Too Slow (fig. 231), executed 
in 1923, shows another black man in the ring, but it is a ring of 
fire this time: Bellows is depicting a lynching. 

Perhaps Bellows was seeking an antidote to the ultimately 
discomforting urban theme of boxing when he took up the sub- 
ject of polo, a very pleasant suburban pastime he witnessed 
during a visit to Lakewood, New Jersey, in April 1910. Bellows 
brought sketches he made in Lakewood back to his studio and 
over the following months worked them into a pair of large 
canvases, Polo at Lakewood and Polo Game (figs. 232, 233); 
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Fig. 23 z George Bellows. Polo at Lakewood, 1910. Oil on canvas, 45^/4 x 6yA in. 
(114. 9 X 161. 3 cm). Columbus Museum of Art, Ohio, Columbus Art Association 
Purchase ii.i 




Fig. 233 George Bellows. Polo Game^ 
19 10. Oil on canvas, 38 x 48 in. 
(96.5 X 1 21.9 cm). Private collection 



he painted a third variation on the polo theme, Crowd at Polo 

(fig. 23 5 ) , in November of that year. The game's combination 

of novelty — it was relatively new in America in 1910 — and 

familiarity — like all American sport it was charged with sacred, 

traditional values — can help us understand how Bellows might 

have chosen to begin an elegant series of polo pictures on the 

heels of his most brutal boxing images. Polo, along with golf and 

tennis, which the successful artist would also paint with evident 

pleasure, was a rich man's sport, yet the polo scenes address 

some of the same issues invoked by the prizefight paintings: like 

Club Nighty Stag at Sharkey's, and Both Members of This Club, 

they distill some of the conflicting ideas and expectations that 

characterize early twentieth-century American culture, in which 

inherent skills, as well as inherited wealth, might confer social 

cachet. As one sports editor and columnist put it, turning the 

tables on those blessed with trust funds, "We are really an 

unsnobbish people. We don't hold it against a guy for being rich 

if he can play his game like a true champion and produce those 
thrills."^^4 

Polo, an Indian game popularized in England during the Raj, 
became established as a leisure activity in America during the 
i88os.^^^ About the time Bellows painted his polo series, journal- 
ists were writing enthusiastically of this admittedly expensive 
sport. They advanced arguments echoing the character-building 
promises that have been used to justify other sports, from cro- 



quet for modern young ladies of the mid-nineteenth century to 
boxing and other aspects of the self-consciously masculine stren- 
uous life for the early twentieth-century American male.^^^ The 
hint of nostalgia ever present in the arts at the turn of the century 
is also palpable in Percy Creed's thoughts on polo for readers of 
the Fortnightly Review: "The qualities which go to make a good 
polo-player are those which should . . . make a man successful in 
any walk in life. Dash, stamina, a cool head, good temper, a 
quick eye, the unselfishness which prompts a man to play for the 
side and not for himself, and horsemanship form an equipment 
which should command success. In these speed-crazy days . . . 
young men of means are too inclined to crouch behind the 
steering-wheel of a motor-car." 

Sloan underscores and exaggerates Creed's disdain for the 
modern motorcar culture in his Gray and Brass (fig. 234) , a car- 
toonish vision of a machine the painter sarcastically described as 
"a brass-trimmed, snob, cheap, *nouveau riche' laden automo- 
bile passing in the park."^^^ Sloan's laughable earful could not 
offer a sharper contrast to Bellows's elegant polo horses and riders. 

Bellows, as concerned as Sloan with nuances of income and 
taste, wrote to a friend: "I've been making studies of the wealthy 
game polo as played by the ultra rich. And let me say that these 

ultra rich have nerve tucked under their vest pocket The 

players are nice looking, moral looking. The horses are beautiful. 
I believe they brush their teeth and bathe them in goat's milk."^ 
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Fig. 234 John Sloan. Gray and Brass^ 
1907. Oil on canvas, 22 x 27 in. 
(55.9 X 68.6 cm). Private collection 



Underlying Bellows's jocular but admiring comment is a cer- 
tain precarious middle-class balancing — the louche boxing under- 
world of Sharkey's had its smoky allure, but so did the fresh, 
determinedly upscale attractions of an exclusive polo field and 
the elegant setting of Lakewood. Representing the fruits of earned 
leisure, turn-of-the-century Lakewood was a *iittle village which 
through enterprise had become a favorite winter home of many 
who appreciate an atmosphere so balmy."^^^ Once prosaically 
named Bricksburg, the spot owed its very existence to the Indus- 
trial Revolution. The town began as a small settlement built 
around an ironworks but was transformed into a luxurious 
retreat after the Civil War, following the pattern of resort devel- 
opment that accompanied the expansion of urban financial cen- 
ters in the late nineteenth century/''^ As the French coastal strip 
from Etretat to Deauville catered to artistic and wealthy Pari- 
sians or the Isles of Shoals welcomed world-weary Bostonians, 
so Lakewood became a haven for New Yorkers of means. A local 
realtor and a Wall Street banker teamed up to promote the 
region, lauding the area's temperate climate, acquiring nineteen 
thousand acres of pinewoods in 1879, and encouraging both 
town planning and the hotel industry. The first large hotel, 
Laurel House, opened in 1880 and quickly became "noted for its 
wonderful combination of luxurious appointments and home- 
like atmosphere." Rudyard Kipling, Oliver Wendell Holmes, 
and Mark Twain were among the celebrities entertained there. 



Other hotels followed, some of them vast in scale. '^"^ During the 
1890S such socially prominent New York families as the Astors, 
Vanderbilts, and Rockefellers erected elaborate cottages around 
Lake Carasaljo. George J. Gould, son of the millionaire railroad 
owner Jay Gould, opened his Lakewood estate, Georgian Court, 
in 1896, and immediately began entertaining there on a lavish 
scale. In May 1899 he introduced his Lakewood polo team to 
play on one of four polo fields constructed on his grounds. 

A decade later Joseph B. Thomas invited his neighbor and 
friend Bellows to visit the Gould estate and see the polo matches. 
At Georgian Court the painter was exposed to "a general display 
of artistic taste, wealth and good management" at a time when 
his own enterprise was beginning to pay off; there he would 
probably have seen "the Italian gardens, the bronze eagle, the 
electric fountain" and walked upon "the millions of loads of 
loam brought from Monmouth County, New Jersey, to convert 
the brush-bearing sand into Velvet grassy lawns.' " He could 
hardly have missed "the romantic old kissing bridge which gave 
way to marble, granite and brick in the construction of the 
Sunken Garden — showing the difference between Nature and 
Art."^^-^ The synthesis of nature and art Bellows encountered at 
the estate would be echoed in the polo paintings that were 
inspired by his visit. 

Polo at Lakewood captures the excitement of a fast-paced 
game with the same energy Bellows applied to the boxing series. 
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Fig. 23 5 George Bellows. Crowd 
at Poloy 1910. Oil on canvas, 
44 Vi X 63 in. (113 X 160 cm). 
Collection of Mrs. John Hay Whitney 



His composition is built on a careful geometric system, but, 
especially in the sky, Bellows wields his brush with the flourishing 
sweep of a polo mallet. A single black horse focuses the eye in the 
center of the melee, and the green and gray palette, enriched with 
brown and enlivened with dashes of red, is as fresh as the actual 
experience of watching a polo game was for the artist. Creed 
vividly described what Bellows would have seen: "The first thing 
which strikes the inexperienced spectator is the danger of polo, 
which he sees in a very exaggerated degree. The ponies galloping 
to an apparently inevitable collision, the strenuous bouts of 
hustling between the players which appear bound to unseat the 
rider, the seemingly reckless waving of the sticks, all give the 
impression of necessary disaster, but those who know will quickly 
remove such apprehensions by the confident assurance that for 
good players on trained ponies the risk is not nearly so great as 
it appears."^^^ 

After inspecting Polo Game, a reviewer for the New York Sun 
pointed out that its "rhythmic violence, its crash and go, betray ... a 
close study of . . . the movement of horses in life" but acknowl- 
edged as well the impact of Degas, whose racetrack scenes were 
well known in America by this time. We might add that, in his but- 
tery handling of paint, Bellows also recalls Manet's broad brush. 

Bellows reveled in the opportunity for artmaking that so 
dashing a subject as polo provided; he remarked with satisfac- 
tion, "It is a great subject to draw."^^^ The polo scenes were grist 



for his compositional theorizing, and his artfulness was evident 
to contemporary critics. One said of Polo Game: "It has not 
merely the rattle and rush of the subject, but is also well put 
together. A swerving horse and dog check and balance up the 
onrush of the players; a conscious elongation of the figures of the 
onlookers, a stilting up of pony legs beyond natural proportions 
show that Mr. Bellows is . . . seeking an expression as well for the 
elegance as for the animation of his theme."^^^ 

Bellows populates the foregrounds of his first two polo paint- 
ings with languid, elegant spectators who observe the proceed- 
ings; perhaps they stand in for the artist-observer himself. In his 
third polo canvas, Crowd at Polo (fig. 23 5) , he focuses exclusively 
on the audience, demonstrating the fact that the reaction of 
Americans to various forms of entertainment is as essential an 
element in the painting of modern life as the entertainment 
itself — the play, the supper out, the sporting event. We are re- 
minded that depictions of these activities serve as visual meta- 
phors for a changing society, a society that was becoming a nation 
of watchers, not doers, as far as entertainment was concerned. 
As one sardonic journalist put it in 1903, long before the stultify- 
ing effects of present-day commercial television could even be 
imagined: "For the most part the amusement consists of watch- 
ing others take the exercise for an emolument. We go to the Polo 
Grounds and sit on a bench and watch the hired ball-tosser, or 
we go to the races and look at the thoroughbreds run for our 
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pleasure At night we escape from the baked pavements to the 

roof-gardens or to one of the 'ice-cooled' theatres where the poor 
actor sings and dances for our amusement." Bellows continued 
to emphasize the audience in some of his late pictures of leisure 
activity, notably in elegant depictions of lawn tennis at Newport. ^ 

By the 1920s polo, tennis, and golf were the elite sports of 
choice. Exclusive country clubs, many of them built at the turn 
of the century, promoted not only healthy exercise but also 
economic and social ties among members. The role of particular 
sports in defining status was becoming ever more clearly and 
firmly established. The significance of sport as a benchmark of 
privilege is less overt in Bellows's pictures of polo and tennis, or 
in sylvan images of golf by both Hassam and Bellows, than in 
such sardonic Depression-era scenes as Aspects of Suburban 
Life: Golf hy Paul Cadmus (fig. 236), in which rude and imperi- 
ous golfing fatcats are contrasted with a caddy who kneels, 
shabbily shod, at their beck and call. It is, perhaps, a logical 
outcome of the commercialization of leisure in American life that 
participation in country-club sports, like attendance at the opera 
or, for that matter, the purchase of fine paintings, would be 
reduced in time to a matter of financial resources. 
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The Limits of Her Sphere 



The Home 



Detail, fig. 303 



Home is not merely four square walls adorned with gilded 
pictures, but it is where love sheds its light on all the dear 
ones who gather round the sweet home fireside. 

SERENO EDWARDS TODD (1870) 

When society is rightly organized, the wife and mother will 
have time, wish, and will to grow intellectually, and will 
know that the limits of her sphere, the extent of her duties, 
are prescribed only by the measure of her ability. 

SUSAN B. ANTHONY (1855) 

Art and daily life merge in Edmund C. Tarbell's early twentieth- 
century tableau The Breakfast Room (fig. 237). The composition 
mirrors generally accepted ideas, established in the nineteenth 
century, separating home — the uplifting feminine sphere — from 
the abrasive masculine world of commerce/ Here representatives 
of the two worlds occupy the same space but studiously ignore 
each other: the man concentrates on an orange, unceremoni- 
ously impaled on a fork, while his female companion is absorbed 
in reading a newspaper or journal whose pages are blurred by 
Tarbell's soft brushwork; a maid is relegated to the background. 
The tension evident in the breakfast room lets us speculate 
on Tarbell's awareness that the cult of domesticity, as the separa- 
tion of the feminine and masculine worlds was called, had begun 
to break down amid feminist demands for a "reordering of 
woman's sphere."^ 

Tarbell's woman at the table is far more aloof than the ele- 
gantly (and more fully) dressed lady of the house in William 
MacGregor Paxton's Breakfast (fig. 238). Paxton's female pro- 
tagonist is not reading. Obviously distressed, she waits while a 
man, evidently her husband, reads his newspaper. One critic 
described this scene as representing the **newspaper-at-breakfast 
stage" of marriage.^ That writer continued, "It is often, as this 
picture indicates, the first intimation that comes to the bride that 
the days of her husband's courtesy to her are over. It is the first 
awakening and a sad one.""* For some women at the turn of the 
century, the domestic sphere had become a cozy trap, a scant 
three decades after Sereno Edwards Todd had extolled family 
and household life at the "sweet home fireside" where "dear 
ones" gathered.^ 

In contrast to Paxton, Tarbell refuses to spin out a clear nar- 
rative, encouraging an emphasis on formal interpretation. Initial 
reaction to The Breakfast Room ignored the picture's uneasy 
atmosphere to consider aesthetic issues and art-historical con- 
ventions. As contemporary critics did perceive, Tarbell based 
this, the first in a series of small interior scenes, on European 
precedents. He looked especially closely at the ballet pictures 
created thirty years earlier by Edgar Degas, which convey a 
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Fig. 237 ' Edmund C. Tarbell. The Breakfast Room, ca. 1903. Oil on canvas, 

25 X 30 in. (63.5 X 76.2 cm). Pennsylvania Academy of the Fine Arts, Philadelphia, 

Gift of Clement B. Newbold 1975.25.3 
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Fig. 238 William MacGregor Paxton. The Breakfast^ 
1911, Oil on canvas, z8 x 34 in. (71. i x 86.4 cm). 
Berry-Hill Galleries, Inc., New York 



pervasive sense of discomfort/ Critics v^ho saw Tarbell's paint- 
ing linked it to Degas as well as to the "Dutch golden age," and a 
Boston journalist dubbed it "one of the best modern interiors 
ever painted."^ It was pronounced "clever" and "vivacious."^ 

Even negative critical responses dwelt upon the formal prop- 
erties of the picture. Underscoring the fact that the opulence of 
its setting and props matched the artist's technical virtuosity, the 
unsympathetic Sadakichi Hartmann grumped, "In order to be- 
come a Tarbellite one must manage merely to cover large sur- 
faces with pyrotechnic displays of technique The Tarbellites 

are like clever American tailors, who closely follow the latest 
innovations, in cut and material, of their European brothers."^ 
Frederick W. Coburn comforted the readers of International 
Studio^ explaining that works such as The Breakfast Room "are 
concerned solely with the things which are proper to painting, 

for Mr. Tarbell's art is never allegorical A breakfast-room of 

the well bred . . . may furnish Mr. Tarbell with a pretext for an 

extraordinarily skilful arrangement of color tones Subject 

and style are alike immaterial." Despite assurances that Tarbell's 
agenda was purely formal, it is readily apparent that the atmo- 
sphere in his elegant setting is marked by sexual tension. 

Unlike Paxton's young woman, Tarbell's female model seems 
uninterested in the man who shares the table with her, and their 
relationship is not clearly defined." Although each painting de- 
picts two women — mistress and maid — who outnumber a lone 
male, Tarbell squeezes his man into the far-right corner, where 



he is hemmed in not only by his companion, who sits higher and 
larger in the composition, but also by the circular table laden 
with silver, glass, and porcelain, evidence of the enormous in- 
crease in material goods available for the well-furnished house- 
hold at the end of the nineteenth century. Scattered works of 
art, several of them casually placed, may indicate that the setting 
is in truth an artist's studio. But those same scattered objects, 
dominated by a large female reclining nude in the manner of 
Titian, also remind us that much of the art produced during this 
period was destined for the woman's sphere, those "four square 
walls" of Todd's home, "adorned with gilded pictures.'"^ 

The presence of a maid in both Tarbell's and Paxton's pictures 
invokes the issue of household help. As early as the 1820s middle- 
class Americans began staffing their homes with servants. Such 
assistance permitted the lady of the house time to elaborate and 
ritualize the domestic realm: "In hiring domestics middle-class 
women found the means to make domesticity more flexible, 
accommodating roles of authority and activity, rather than pas- 
sivity and isolation." Tarbell renders social division in 
visual terms by separating the servant from the couple at the 
table with a suitable expanse of empty polished floor. Hard at 
work in the next room, the servant is kept in her proper place by 
a bright white grid established by the door and window frame. 

More saccharine domestic scenes, among them William H. 
Lippincott's Infantry in Arms (fig. 239) , sweeten the fragmenta- 
tion of domestic order that was already a fact of American life.*^ 
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Fig. 239 William H, Lippincott. 
Infantry in ArmSy 1887. Oil on canvas, 
32 X 53^4 in. (81.3 X 135.3 cm)- 
Pennsylvania Academy of the Fine 
Arts, Philadelphia, Gift of Homer F. 
Emens and Francis C. Jones 1922.10 



The absence of the man of the house, presumably outside in the 
world of commerce, is signaled by a plate of uneaten food and an 
empty chair, but we do not witness his departure. Lippincott also 
takes pains to define family and servant in a way that attempts to 
reinforce, even re-create, the domestic harmony he portrays. 
There is no doubt about the class and relationship of Lippincott's 
models. A nursemaid, with a babe in arms, approaches a mother 
at the breakfast table. The contrived title offers room for double 
entendre if it is read apart from the painted image. Tarbell's 
more ambiguous canvas, on the other hand, originally bore the 
simple title People at Breakfast, 

As a studio model, Tarbell's lady at the table in her suggestive 
dishabille would qualify as a workingwoman. The turn of the 
century marked an era when women — married or not — began to 
move freely in society. Many people feared women leaving, 
possibly neglecting, the domestic sphere for work outside the 
home, for leisure and entertainment, even for education or social 
reform. EHzabeth Bisland, writing in 1895, only a year before 
Tarbell painted The Breakfast Room^ condemned those of her 
sex who accepted what she called a "cruel and profligate modern 
creed, [that] 'Every thing pleasant is yours by right: you have no 
duties.' "^^ The specter of feminine selfishness — threatening a 
domestic order that rested firmly on feminine selflessness — was 
raised repeatedly. So-called fashionable women who ignored the 
home scene in favor of outside pleasure were roundly criticized 
in the press. According to one disillusioned extremist, "While 
the American man unnaturally devotes his days to money-making, 
the American woman as unnaturally devotes her days to pleasure."^^ 
Tarbell's female model, still not dressed or ready for anything 



but the most private activities, sits absorbed in her reading, 
seemingly one of the idle women the writer found so unnatural. 

At the end of the nineteenth century, women began to ac- 
knowledge openly the difficulties and disappointments of mar- 
riage and motherhood, their assigned roles within the domestic 
sphere. Many sought to delay both to pursue their own interests.^^ 
As Constance Gary Harrison lamented in 1890, "A woman once 
married, however beautiful or young or clever, is pushed to the 
wall like the heavy furniture when a dance is under way.'"^^ 
"We must amuse ourselves before marriage," snapped an unat- 
tached young lady in 1895; "Who knows what will come after- 
ward?"^^ These desires were not confined to women of means. In 
the 1903 novel The Woman Who Toils, penned by two women, a 
factory girl opined: "I ain't ready to marry him yet. Twenty-five 
is time enough. I'm only twenty-three. I can have a good time just 
as I am."^4 

Writing in 1899, Harry Thurston Peck cautiously recognized a 
dangerous dissatisfaction lurking just under the surface of ideal- 
ized domestic tranquiUity. Yet he continued with the warning that 
"the place [woman] occupies in the social system is so vitally 
important, and any change in it is fraught with such momentous 
consequences to every individual and even to the human race at 
large, as to render any plan to change it a matter of profound 
concern to all.'"^^ Denying the accuracy of feminist descriptions 
of the womanly life, Peck claimed that "the home which they 
profess to see and shudder at is most amazingly untrue to life. 
It is a home in which the woman, a sensitive, imaginative crea- 
ture, is forced day after day to spend her hours in sordid labor 
over the cook-stove, the soap-vat, the pickle-jar and the wash-tub, 
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Fig. 240 Ralph Earl. Esther Boardtnarty 1789. 
Oil on canvas, 42^1 x 32 in. (108 x 81.3 cm). 
The Metropolitan Museum of Art, New York, 
Gift of Edith and Henry Noss, 1991 1991.338 



performing the most menial tasks. She is the one who might do 

great things in the larger world outside On the other hand, 

her husband to whom she thus devotes her life with no reward . . 
goes grandly forth in a large, free way.'"^^ Susan B. Anthony had 
expressed the opposite point of view: "When society is rightly 
organized, the wife and mother will have time, wish, and will to 
grow intellectually, and will know that the limits of her sphere, 
the extent of her duties, are prescribed only by the measure of 
her ability."^^ 

If we can believe journalists prone to reducing issues to black 
and white, women were caught between two extremes. Conser- 
vatives sought to restrict women to the domestic sphere, touting 
women's established responsibilities as a privilege. Progressive 
thinkers, however, encouraged the American woman to burst 




Fig. 241 Ralph Earl. Elijah Boardmatiy 1789. 
Oil on canvas, 83 x 51 in. (210.8 x 129.5 cm). 
The Metropolitan Museum of Art, New York, 
Bequest of Susan W. Tyler, 1979 1979.395 



forth from the home to better herself, her family, and the nation. 
For them, household duties remained an obstacle to feminine 
achievement. 

The printed word became a significant factor in expanding the 
Umits of the woman's sphere. In the minds of many Americans, 
books had long been associated with the feminine role as teacher 
of children and conveyor of moral propriety or had been per- 
ceived as a means of escape — through novels and poetry — from 
these same responsibilities.^^ In an eighteenth-century portrait 
by Ralph Earl, the elegantly dressed young Esther Boardman sits 
outdoors in a sylvan landscape, holding a single slim volume, 
perhaps of poetic or inspirational nature (fig. 240). Elijah 
Boardman's portrait (fig. 241), painted by Earl in the same year, 
contrasts sharply with that of his marriageable sister; his is the 
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Fig. 242 James McNeill Whistler. Harmony in Green 
and Rose: The Music Room, 1860—61. Oil on canvas, 
37V8 X 277/8 in. {95.5 X 70.8 cm). Freer Gallery of 
Art, Smithsonian Institution, Washington, D.C. 
17-2-34 

world of business as well as of more profound culture. Mr. 
Boardman lays a possessive arm across his counting desk, the 
lower portion of which forms a bookcase filled with leather- 
bound ledgers and tomes, the intellectual and practical corner- 
stone of his successful dry-goods enterprise.^^ 

American paintings after 1850 increasingly show women read- 
ing, a fact that may reflect the headway made by advocates of 
education for girls. Early in the nineteenth century no colleges in 
the United States offered admission to women, whose access to 
elementary and secondary schools was also limited; most re- 
ceived their education at home, from their mothers, or at local 
academies for young ladies. By the 1860s private academies and 
state-run normal schools trained women as teachers, and the 
literacy rate for white women equaled that of white men.^° By 
1900 women had made immense strides in education, gaining 
admission to 80 percent of the colleges, universities, and profes- 
sional schools in the United States. 

Many female graduates, considering the choice between mar- 
riage and career (still seen as mutually exclusive options), chose 



the more accepted role. "I hang in a void midway between two 
spheres," one woman observed in 1910. "A professional career 
puts me beyond reach of the average woman's duties and plea- 
sures, but the conventional limitations of the female lot put me 
beyond the reach of the average man's duties and pleasures."^ ^ 

Expanding educational opportunities for women were double- 
edged. Turn-of-the-century views of women's education reveal 
several important changes of attitude about sexuality, fragility, 
and beauty. By the late nineteenth century many had come to 
perceive education as an advantage for women who would be- 
come wives and mothers.'^ As women sought higher learning, 
however, some voices predicted ill effects, claiming that educa- 
tion interfered with childbearing as well as child rearing.^"* Pro- 
gressive writers of the 1890s not only disputed these widely held 
misconceptions but also asserted that sexual intercourse should 
be pleasurable for women. As birth control became more widely 
practiced and men struggled to maintain their authority within 
the family, a crisis in middle-class domestic life was precipitated.^^ 
"Overworked men and nervous women tending to sterility, and 
living upon an artificial plane, do not promise a brave future for 
a nation," worried H. B. Marriott- Watson in 1903.^^ Writers on 
family life persistently exhorted women to bear children, seen as 
a means for achieving physical and moral excellence. 

Painters continued to pose women as readers during the final 
decades of the nineteenth century, but what the models read, and 
what it meant, were in flux.'^ James McNeill Whistler signaled a 
change at an early stage with Harmony in Green and Rose: The 
Music Room (fig. 242) , in which the painter's young niece Annie 
Haden is absorbed in a large art book. One of Whistler's first 
tableaux of modern life, this picture is set in the London music 
room of Whistler's half sister Deborah Delano Haden, wife of a 
prominent surgeon. Her shadowy presence as a mere reflection in 
a mirror suggests the limits of her utterly conventional marriage. 
Deborah appears pale in contrast to the strongly painted woman 
in a black riding costume associated with the French "Amazon" 
or courtesan. Posed between symbols of the two paths open to 
her, Annie maintains her privacy. We receive little information 
about either her thoughts or her prospects. Whistler presents an 
ambiguous allegory of choice couched in what Charles Baudelaire 
called "the beauty of circumstance and the sketch of manners."^^ 

For generation after generation the world of the imagination 
had been the highest realm of art. As Linda J. Docherty has 
recently observed regarding the depiction of women in painting, 
the act of reading can be interpreted through what they are 
reading — women hold novels, suggesting the world of imagina- 
tion; art books, suggesting culture; and newspapers, suggesting 
current events."^^ It is not surprising that while images of women 
reading proliferated at the end of the nineteenth century, the 
women shown are usually reading novels or art books, hints of 
interests and accomplishments outside the home. Indeed, books 
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themselves had been objectified to a degree as both emblems and 
emissaries of culture granted an aesthetic status almost as high as 
fine art. The readers of William John Loftie's Plea for Art in the 
House, with Special Reference to the Economy of Collecting 
Works of Art, and the Importance of Taste in Education and 
Morals of 1876 were encouraged to enrich their surroundings 
with books as well as paintings, for "pictures ornament a house 
more than anything else, but . . . next to pictures I am incHned to 
place books."'* ^ The equivalence of books and paintings, as pro- 
pounded in Loftie's book on house decoration, was eloquently 
expressed in Henry James's novel The Bostonians: a male char- 
acter, new to the city, "had always heard Boston was a city of 
culture, and now there was culture in Miss Chancellor's tables 
and sofas, in the books that were everywhere, on little shelves 
like brackets (as if a book were a statuette).'"*"^ 

Given the status accorded to books and works of art, the 
appearance of a newspaper in a female reader's hands is a strong 
mark of modernity, one that appears occasionally in works by 
artists from Lilly Martin Spencer to Mary Cassatt. Unlike novels, 
which encouraged reverie and a retreat into fantasy, the news- 
paper pulled its reader firmly into the present, underscoring the 
circumstances women actually faced."*^ As it became increasingly 
commonplace on the breakfast table, the newspaper linked women 
more closely to events outside the domestic sphere. Reading such 
materials had once been almost entirely the province of men. 
Newspapers in particular were associated with politics, com- 
merce, and trade (see fig. 243), topics deemed unsuitable for 
women until the end of the century. So much a part of the male 
world were newspapers that literary lion Charles Dudley Warner 
fearfully inquired of his sex, "Is he becoming anything but a 
newspaper-made person? Is his mind getting to be like the news- 
paper?'"*"^ Warner praised woman's interest in more serious litera- 
ture and deprecated man's absorption in the passing parade of 
mere quotidian events. Warner's attitude was generally held, as 
an illustration from 1893 makes clear (fig. 244). 

Cassatt's Reading Le Figaro (fig. 245) depicts the artist's mother, 
Katherine Cassatt, "an agreeable-looking, middle-aged lady with 
clear skin over her well-formed features, and with soft, brown, 
wavy hair," as Susan N. Carter described the painted image in 
1879, when the picture was exhibited in Philadelphia. Carter's 
praise for the work was lavish."*^ Such enthusiasm for Reading Le 
Figaro is somewhat surprising given the portrait's advanced 
tenor. Cassatt was just beginning to exhibit with the French 
Impressionists, firmly embracing innovation not only in her choice 
of subject but also in her bright palette and expressive brushwork. 
Mrs. Cassatt is represented with a fresh, no-nonsense gray, white, 
and brown palette as a woman quite capable of intense concen- 
tration and independent thought, whose interest in a daily news- 
paper devoted to politics and literature epitomizes the up-to-date.'*^ 

A recent arrival on the Parisian scene, Mrs. Cassatt, with her 




Fig. 243 Edgar Degas. Portraits in an Office, New 
Orleans, 1873. Oil on canvas, 183/4 x 36'/, in. 
(73 X 92 cm). Musee des Beaux- Arts, Pau 




Fig. 244 From Harper's Weekly 37 (January 21, 
1893), P- 55 



husband, Robert, had brought Mary's older sister, Lydia, to France 
at the end of 1877, joining the artist in her expatriate existence 
shortly before Reading Le Figaro was executed. Mr. Cassatt had 
retired from business, and the couple now had the time as well as 
the means to participate in Parisian entertainments and cultural 
offerings while Lydia sought treatment for a chronic illness."^^ 
Long since fluent in French, Mrs. Cassatt could readily absorb 
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Fig. 246 Gustave Caillebotte. Interior, Woman at 
the Window^ 1880. Oil on canvas, 455/3x35 in. 
(116 X 89 cm). Private collection 

the news and activities of her new home. Although cuhural 
sophistication distinguished Mrs. Cassatt from many members 
of the American colony in the French capital and sparked her 
support for avant-garde painting, the wealthy Philadelphian 
Cassatts probably found it easier to accept their daughter's 
bohemian friends in part because so many — notably Degas, 
Berthe Morisot, and Gustave Caillebotte — came from respect- 
able families of means. 

A woman markedly different from Mrs. Cassatt turns her 
back and stands by the window in a painting by Caillebotte 
(fig. 246). Motionless, she stares out at the street, which is both 
framed for and separated from her by heavy tasseled draperies 
and lace curtains. Meanwhile, her male companion absorbs 
news of the outside world from the pages of his daily paper. 
Despite Caillebotte's implied message of women's sequestration, 
the printed word, as two popular images acknowledge, had 
become immensely important for transmitting new ideas to them.'^^ 
In W. H. Hyde's 1895 illustration (fig. 247), an elegandy attired 
gentleman clutching a newspaper gestures ailgrily at his wife, 
"To cast her ignorance in her teeth." Robert Grant, who wrote 




••To c«tt h«r Ignomncm In Ntr t»tth/' 



Fig. 247 W. H. Hyde. Illustration from Robert 
Grant, "The Art of Living: The Case of Woman,'* 
Scribner's Magazine 18 (October 1895), p. 468 



Looking for the "Best" Type 




Fig. 248 Charles Dana Gibson. A Suffragette's 
Husband, from Other People {1911), n.p. 



^55 




the commentary that accompanies the image, observed that men 
of this sort "allow themselves, on the slightest provocation, to be 
worked into a fever over the aspirations of women.'"*^ Charles 
Dana Gibson's drawing A Suffragette's Husband (fig. 248) sug- 
gests the extreme direction in which conservative thinkers feared 
reading might take women. A dejected husband sits silently at 
the table in front of an empty plate, his hangdog expression 
underscored by the forlorn terrier that has joined the couple. The 
lady of the house, an imposing figure, turns her back on spouse 
and pet; she is absorbed in the newspaper. The headline reads: 
"women vote."^° 

But paintings of women reading newspapers are not numer- 
ous in American art of the late nineteenth and early twentieth 
century. Such imagery seems to have had the greatest appeal for 
the members of the Boston School, set in its milieu of genteel, 
literate reform. For them the notion of women reading news- 
papers may have carried greater shock value than it did for the 
Realists, many of whom had commercial expertise as illustra- 
tors. Bathed in sunlight and holding a cup of coffee, Paxton's 
demure model informs herself with The Morning Paper (fig. 2,49). 
In contrast Everett Shinn's Newspaper Stand (fig. 250) gives us 
a perfunctory glimpse of a luridly lit old harridan selling news- 
papers to a couple of shadowy customers. 



Fig. 249 William MacGregor Paxton. The Morning 

Paper, 191 3. Oil on canvas, 30 x 25 in. 

(76.2 X 63.5 cm). Mr. and Mrs. Hugh Halff, Jr, 



Fig. 250 Everett Shinn. Newspaper Stands n.d. 
Oil on cardboard, 4^/4 x 5^/4 in. {10.8 x 13.3 cm). 
Private collection 
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Fig. 251 Mary Cassatt. Lydia Crocheting in the Garden at Marly ^ 1880. Oil on 
canvas, z6 x 37 in. (66 x 94 cm). The Metropolitan Museum of Art, New York, 
Gift of Mrs. Gardner Cassatt, 1965 65.184 



Although they occasionally hinted at the social discord appar- 
ent under the surface, the American Impressionists unquestiona- 
bly embraced what they saw as the positive aspects of the domestic 
scene — middle-class women with "most gracious and alluring 
manners," who engaged in leisure of a refined sort.^^ Their nar- 
rowly defined paintings suggest satisfying lives filled with books 
and newspapers, music, and the time for reflection. Nourishing 
intellectual and creative activities were accomplished in pleasant 
surroundings — interiors elegantly arranged or outdoor gardens 
filled with sunlight and greenery. If the American Impressionists 
showed women at work, they celebrated especially the unpaid 
tasks that maintained and enhanced the domestic sphere. Some 



showed mothers, the loving caretakers of their children; others 
favored genteel handicrafts, such as sewing or crocheting (fig. 251) . 
It is almost as though they created images to support the asser- 
tions of men like Peck, for certainly none of these women were 
compelled to devote themselves to "sordid labor." Even the 
parlormaid who pauses in her duties to admire a piece of her 
mistress's china in Joseph Rodefer DeCamp's Blue Cup (fig. 252) 
seems temporarily exonerated from arduous work to provide an 
artistic vignette. Such detachment from the hard facts of wage 
labor is particularly characteristic of the Boston painters. 

The American Realists' slightly broader slice of society is, in 
fact, not much more inclusive. Few of their pictures represent 
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Fig. 252 Joseph Rodefer DeCamp. The Blue Cup^ 
1909. Oil on canvas, 50V8 x 41V4 in. {127.3 ^ 104.8 cm). 
Museum of Fine Arts, Boston, Gift of Edwin S. 
Webster, Laurence T. Webster, and Mary S. Sampson, 
in memory of their father, Frank G. Webster 
33-53^ 

actual work, whether within or outside the home, and when they 
do show women performing domestic chores, the burdensome 
nature of housework is minimized. Women shop not for neces- 
sities but for indulgences such as silk lingerie, cut flowers, or 
paintings. Their laundry is never dirty; even the ReaUsts show it 
already washed clean, snapping briskly in the breeze. 

In 1900 A. L. Mearkle optimistically catalogued the evidence 
for women's widening arena: "The last century has seen several 
changes affecting the condition of women — changes that should 
be considered as we look at her prospects for the coming one. 
Education has become general. The average age at marriage is 
greater. The average family is smaller. The average duration of 
life is increased. The sphere of a woman's activities is enlarged." 
Compared with the women portrayed by the American Impres- 
sionists, those depicted by the Realists display a more diverse 
social background, greater sexuality, and increased freedom. Yet 
images of menial tasks — such as those involving "the cook-stove, 
the soap-vat, the pickle-jar and the wash-tub" — remain rare. 
Even Realist explorations of the domestic scene fail to convey the 
profundity of social upheaval in turn-of-the-century America. 



The New Woman 



The field of labor for the women of the idle class is vast. 
There is no village so small, no toum so free from 
corruption that it does not afford ample opportunity for 
missionary work, 

M. OLIVIA SAGE (1905) 

That cunning prestidigitator, miscalled Progress, laughs in 
its sleeve as it leads the girl bachelor to the footlights and 
introduces her as the woman of the future, 

G. H. HEPWORTH (1893) 

Portrayed less than a decade apart, John Singer Sargent's as- 
suredly patrician Edith Stokes and Alfred Maurer's openly vul- 
gar Jeanne (figs. 253, 258) seem to occupy completely different 
worlds. Sargent's double portrait of Mr. and Mrs. Isaac Newton 
Phelps Stokes in sporting costume presents to us a woman whose 
wealth and leisure afforded her ample opportunity to pursue the 
good works advocated by philanthropist Olivia Sage.^"^ Maurer's 
subject was a working-class woman, a professional model, led to 
the footlights in a theatrical parody of grand-manner portraiture. 

The Stokes portrait, a lavish wedding present from a family 
friend, was painted in London in 1897. It began with Mrs. 
Stokes alone, striking a conventional pose chosen after Sargent 
had examined a trunkful of dresses that the sitter had sent to his 
studio; according to Mr. Stokes, Sargent had Edith change from 
costume to costume, "as if she were a mannikin."^^ Then, one 
morning, she arrived at the studio with her husband, carrying a 
straw hat and wearing more casual clothing — a starched white 
pique skirt, a Ught shirtwaist, and a simple blue serge jacket. 

Recalling the moment when Sargent began to devise the cur- 
rent composition, Mr. Stokes noted that "as she came into the 
studio, full of energy, and her cheeks aglow from the brisk walk, 
Sargent exclaimed at once: 'I want to paint you just as you 
are.' "^^ But the final image was not so easily achieved. Sargent 
painted, scraped off, and repainted Edith's face eight times be- 
fore he was satisfied. Arrangements were made to borrow a dog 
to pose beside the beautiful young woman; at the last minute, 
however, Mr. Stokes "offered to assume the role of the Great 
Dane in the picture" and was added to the composition.^^ 

In the end Sargent devised an imaginative solution to the 
double portrait, maintaining his focus on Edith while including 
a likeness of her husband. Mr. Stokes stands behind his wife, 
cast in shadow and arms folded, a vision of restraint and self- 
containment in contrast to his wife's youthful vigor. Edith clearly 
dominates the canvas. Cecilia Beaux painted Isaac's parents, 
Mr. and Mrs. Anson Phelps Stokes (fig. 254), about a year after 
Sargent completed his picture. Beaux chose a similar device: the 
woman again fills the foreground stage, although both of the 
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Fig. 254 Cecilia Beaux. Mr, and Mrs. Anson Phelps 
Stokes, 1898. Oil on canvas, jzVs x 39^8 in. 
(183.2 X 101.3 cm). The Metropolitan Museum of Art, 
New York, Gift of the family of the Rev, and Mrs. 
Anson Phelps Stokes, 1965 65.252 



Fig. 253 John Singer Sargent. Mr. and Mrs. I. N. 
Phelps Stokes, 1897. Oil on canvas, 84^/4 x 393/^ in. 
(214 x loi cm). The Metropolitan Museum of Art, 
New York, Bequest of Edith Minturn Phelps Stokes 
(Mrs. I. N.), 1938 38.104 
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Fig. 255 These Stylish Suits $49.98, from Gustav 
Kobbe, "Fakes and Fakirs," Century Magazine 59 
(December 1899), p. 321 




Fig. 256 Charles Dana Gibson. Illustration from 
The Gibson Book. A Collection of the Published 
Work of Charles Dana Gibson i (New York, 1907), 
n.p. 



elder Stokeses are seated. The younger Mr. Stokes, describing 
Beaux's work as "my mother's portrait," remarked in a letter to 
the artist, "how wonderfully you have painted her heart and 
soul"; he made no comment on his father.^^ We wonder how he 
felt about his similar treatment at the hands of Sargent. 

Mr. and Mrs. L N. Phelps Stokes was widely exhibited shortly 
after its completion. Its most telling review came from a member 
of the Society of Fakirs, a group of pupils at the Art Students 
League of New York that created and exhibited caricatures of 
works submitted to the Society of American Artists' annual shows. 
When the Stokes portrait was featured at the society in 1898, it 
stimulated several irreverent but revealing fakes. "One fake," 
reported art critic Gustav Kobbe, "showed the costumes draped 
on headless lay figures, such as are sometimes seen in shop- 
windows, and bore the inscription, 'These Stylish Suits $49.98' " 
(fig. 255).^° The underlying tone of resentment toward the Stokeses, 
their elevated social status, and their readily apparent wealth is 
clearly communicated.^^ 

The type of clothing in which Sargent painted Edith Stokes 
was rapidly becoming a popular sporting costume — for tennis, 
croquet, or boating — and eventually would be immortalized by 
illustrator Gibson through his idealized Gibson girl, who was 
touted as representing the best of American womanhood in the 
1890S (see fig. 256).^^ As one critic proclaimed when the Stokes 
portrait was first exhibited in 1898, "The young woman stands 
there smiling at her audience with all the confidence of American 
assurance. It is more than an individual portrait — it is 'The 
American Girl' herself."^^ 

This exalted ideal — with an impossibly narrow waist, ele- 
gantly upswept hair, and stylish but simple clothing — was allur- 
ing yet chaste. Athletic and outgoing, she was "the American 
virgin- woman," surrounded by "a refreshing aura of health, 
sensuality, and rebellion," feminist Lois W. Banner has explained, 
quickly reminding us that the Gibson girl was never "pictured in 
employment outside the home."^"* Constance Gary Harrison, a 
contemporary of the elder Mrs. Stokes, used compelling Victorian 
prose to describe the American girl: "Fair and brilliant, she is 
fearless as a nymph in Diana's train. Constantly in movement, 
her throne is often a saddle, her sceptre a riding crop. She rows, 
swims, shoots, dances with equal skill; reads novels abundantly; 
works not at all."^^ In spite of this and other calls to physical 
exertion of the leisurely kind, few turn-of-the-century artists 
portrayed women rowing, swimming, shooting, or dancing; more 
often they painted them thinking, reading, or playing the piano.^^ 
Many of these energetic young women were destined for bore- 
dom and inactivity following marriage, which often was accom- 
panied by new domestic responsibilities and social strictures. 

Not so, young Mrs. Stokes. Sargent's facile, fashionable soci- 
ety portrait belies the couple's social consciousness as well as 
their deep appreciation of the past. When Edith Minturn married 
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Isaac Stokes in 1895, she joined a family distinguished by its 
philanthropy and social action. Stokes's wealthy and privileged 
grandparents had raised a large family committed to Protestant 
piety and personal service to the poor.^'^ Although Isaac's father 
had earned a fortune in banking and real estate, he remained 
active in progressive causes, advocating civil-service reform as 
well as serving on a provisional committee whose discussions on 
establishing an art museum in New York eventually resulted in 
the founding of The MetropoHtan Museum of Art. Anson Stokes 
also amassed a particularly impressive library of Americana. 

Isaac himself was educated at Harvard and pursued interests 
similar to those of his father, working as an architect and a 
historian,^^ Having gathered an important collection of historic 
prints of New York, from 1915 to 1928 he pubUshed the six- 
volume Iconography of Manhattan Island^ which is still widely 
used today. With John Howells he designed a colonial-revival 
building for New York's University Settlement. One of the many 
philanthropic organizations that offered medical, educational, 
and social support to immigrants, this group attempted to Amer- 
icanize recent arrivals through classes on local history and tours 
of landmarks. These were offered in collaboration with the City 
History Club. The cover of the club's annual report for 1897—98 
(fig. Z57) , the year Sargent painted the young Stokeses, showed 
an illustration of a tidy chorus line of children in ethnic costume 
dancing before a man in colonial American dress. "Father Knick- 
erbocker Making Good Americans of the Children of All Nation- 
alities," reads the accompanying caption. 

Edith, the daughter of a wealthy shipper, fit easily into her 
husband's world by virtue of her social background and reform 
instincts. Her philanthropic efforts, like those of her relatives, 
had an agenda of noblesse oblige that targeted the immigrant 
child and family in the hope of cultivating productive American 
citizens. She served for nearly two decades as the president of the 
New York Kindergarten Association, which took "children whose 
earliest education would otherwise be received on the streets" 
and put them "into cheerful surroundings, in relations with 
refined women, and [made] them feel the attractiveness of clean- 
ness, order and courtesy."''^ Clearly, Edith Stokes and her cohorts 
imagined taking the sort of ill-behaved street children depicted in 
George Bellows's Kids (fig. 311) and, via the kindergarten experi- 
ence, transforming them into acceptable members of society. 

When Maurer painted Jeanne (fig. 258), he chose the full-length 
format then in vogue for such society portraits as Sargent's 
Mr. and Mrs. I. N. Phelps Stokes^ but his subject was drawn from 
a very different social class. His model raises a cigarette to her 
lips, her eyes peeking slyly from below an outrageously elaborate 
straw hat festooned with birds, a ready-to-wear trophy. Her 
dress is clearly from an earlier era, and her long feather boa is 
theatrical rather than fashionable, probably a costume devised 
to satisfy the painter. Jeanne's credits as a professional model 




Fig. 257 Orson Lowell. Cover, City History Club, 
Annual Report (New York, 1897-98) 



were hardly a social recommendation; her odd attire and evident 
enjoyment of such a masculine pastime as smoking signal a 
working-class background, perhaps one of ill repute.^^ When 
women were shown indulging in tobacco, they were usually 
considered to be what Dolores Mitchell has described as 
"'outsiders' — actresses, prostitutes, lesbians, degenerate society 
women, or *new women' for whom cigarettes symbolized devi- 
ance."^^ Smoking also carried highly charged sexual overtones. 
Men frequently described a cigar or cigarette as a lover, an idea 
expressed visually in Maurice Prendergast's illustration for James 
M. Barrie's My Lady Nicotine: A Study in Smoke (fig. 259), in 
which a female form emerges from the smoke of a cigarette. 

At the turn of the century, when Gibson's ideal of beauty 
prevailed, many feared that greater freedom accorded to women 
through education and employment might encourage them to 
neglect their appearance and to assume unattractive masculine 
traits.^"* In 1903 Henry T. Finck predicted a return to "the days of 
savagery" (and inadvertently revealed the dominant group's 
tendency to equate all outsiders): "our women will ultimately be 
'advanced' to the position of the squaws concerning whom we 
read in Schoolcraft that on account of the hard work they had to 
perform, they were 'universally masculine in appearance, with- 
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Fig. 258 Alfred Mnurer. Jeanne, ca. 1904. Oil on 
canvas, 743/4 x 39V8 in. (189.9 x 100 cm). Collection 
of Mrs. Wendell Cherry 



Fig. Z59 Maurice Prendergast. Frontispiece, James M. 
Barrie, My Lady Nicotine: A Study in Smoke (Boston, 
1896). The Metropolitan Museum of Art, New York, 
Purchase, Steuben Glass Gift, 1952 52.539,2 



out one soft blandishment to render them desirable or lovely.' "^^ 
In the description of "The Educated Woman of To-Morrow" she 
wrote in 1903, Heloise E. Hersey decried the dangers of "revert- 
ing to the squavs^ typc" stressed "most gracious and alluring 
manners" as required attributes for a modern woman/^ 

Finck cited the opinion of a professor at Rutgers Female 
College to affirm his fears. At coeducational institutions, he 
complained, "the young v^omen lose their love for beauty and 
that development for a personal taste which is a part of woman- 
hood's charm. They practice boyish manners and boyish mis- 
chief."^^ Physician and health writer S. Weir Mitchell revealed the 
real agenda, cautioning that "future womanly usefulness was 
endangered by steady use of [the] brain."^^ 

In Three Sisters — A Study in June Sunlight (fig. 260) Tarbell 
celebrates the sort of life that Hersey would have considered 
appropriate for women of "most gracious and alluring man- 
ners."^^ This genteel family group at leisure in a sylvan setting 
includes the painter's wife, Emeline Souther Tarbell. She 
wears a bright red hat, its striking color drawing the eye to 
Tarbell's daughter Josephine, who sits on her mother's lap. Mrs. 
Tarbell is flanked by her sisters, who are engrossed in their con- 
versation and in the child's play. Each of these ladies is modishly 
attired for a summer afternoon gathering out of doors: Mrs. 
Tarbell sports an informal but stylish sailor collar; one sister 
wears a blue gauze visiting dress with puffed sleeves, a fashion 
just emerging in smart circles; and the boldest sibling displays 
her ankles below tiers of ruffles. Tarbell gives us few clues 
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Fig. 260 Edmund C. Tarbell. Three Sisters — A Study in June Sunlight ^ 1890. 
Oil on canvas, 35 Vs x 40V8 in. (89.2 x 102.2 cm). Milwaukee Art Museum, 
Gift of Mrs. Montgomery Sears, Boston M1925.1 
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Fig. 261 John Sloan. The Cot, 1907. Oil on canvas, 36^4 x 30 in. (92.1 x 76.2 cm). 
Bowdoin College Museum of Art, Brunswick, Maine, Bequest of George Otis 
Hamlin, 1961 
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about their surroundings, sketched in just enough to suggest 
areas of light and shadow. The single chair visible amid the 
ladies' full skirts is not a piece of outdoor furniture but an old 
kitchen chair, refreshed with white paint and dragged out on the 
lawn, a faint reminder of household chores and responsibiUties. 
Although TarbelPs ladies undoubtedly have some domestic obli- 
gations, even if they merely involve supervising servants, here we 
see them completely at ease. 

John Sloan's Cot (fig. 261) depicts a leisure moment of a 
different sort.^^ Departing from the "gracious and alluring man- 
ners" of the established classes, Sloan's model unceremoniously 
examines her (probably aching) foot in the privacy of a dark 
tenement room.^^ His subject is Eugenie Stein, a Bohemian Ger- 
man often called **Zenka" or "Efzenka." A friend of Sloan's 
wife, Dolly, she worked as a professional model and posed for 
Robert Henri as well as for Sloan.^^ Obviously, Zenka was a 
working-class woman, a far cry from the American Impression- 
ists' refined feminine ideal. When Sloan first painted Zenka's 
portrait, in 1904—5, he titled the work Foreign Girly emphati- 
cally identifying her as an immigrant new to the American scene: 
"She had strong opinions on politics and society and her English 
was odd but understandable."^"* In The Cot Zenka's down-turned 
head obscures her features, and a loosely fitting gown partially 
hides her substantial physique; in another portrait, Stein in Red 
Dress, White Fichu (fig. 262) , we see more clearly a woman well 
outside the fashionable standard of beauty canonized by Gib- 
son's drawings. Zenka has heavy features — a fleshy face with 
dark brows, full nose, and thick lips — and dark curly hair that 
slips unrestrained over her shoulder. Her ample waist is unconfined 
by the tight laces of a corset, and her modest dress lacks elegance. 

Sloan may have felt empowered to portray Zenka in the 
intimate setting of The Cot by her lower-class status and her 
literally and figuratively Bohemian background as well as by her 
employment as an artist's model, a profession associated with 
loose morals if not prostitution. Here, as in his painting Three 
A.M., (fig. 263) , Sloan seems to be a voyeur. As the artist wrote of 
the domestic scenes he worked on at this time, "Night vigils at 
the back window of a Twenty-third Street studio were rewarded 
by motifs of this sort. . . . Some of the Hves that I glimpsed I 
thought I understood."^ ^ Even if Sloan has posed models for both 
The Cot and Three A.M., he conveys a sense of intrusion into 
other people's private lives that was almost unavoidable in crowded 
urban tenements. 

Sloan's Cot lacks the emotive power of Degas's Interior (The 
Rape) (fig. 265) — the American boudoir scene seems much less 
highly charged than the French master's exploration of murder 
and wedding-night dissonance. But Sloan's American audience 
may have wondered about Zenka's sense of propriety. The ac- 
cepted standard of sexual behavior among working-class women 
was perceived as different from the rules of deportment among 




Fig. 262 John Sloan. Stein in Red Dress, White 
Fichu, 1905. Oil on canvas, 30 x 25/8 in. 
(76.2 X 63.8 cm). John Sloan Trust, Delaware Art 
Museum, Wilmington 

middle-class ladies. It was difficult for social reformers, no less 
for artists and their audiences, to decide whether or not such 
women were respectable. Their behavior fell *'between the tradi- 
tional middle-class poles: they were not truly promiscuous in 
their actions, but neither were they models of decorum."^^ They 
earned wages and sought amusement during their leisure time; 
some negotiated overtly sexual relationships with men. Thus, 
unquestioned assumptions surrounding this class of women made 
it much easier for middle-class artists like Sloan to display them 
in circumstances such as those presented in The Cot. 

Indeed, the original composition may have been more provoc- 
ative than the finished painting. Sloan worked on The Cot over 
an extended period, perhaps from 1905 through 1907, revising 
as he went along. The artist's diary entry of June 18, 1907, tells 
us that there were initially two figures in the picture, and his 
treatment of them sounds quite a bit more risque: "Took up the 
nude on the bed started months ago and painted out the figure, 
putting drapery on the stooped figure."^^ At that stage Zenka 
may have been shown naked (or at least less fully clothed), and 
the bed beside her was certainly occupied by a nude, not the 
jumble of bedclothes seen today. The disarrayed pillow and 
sheets survive to suggest that the bed was recently inhabited, in 
itself a significant visual statement during a time when such 
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intimate moments were rarely discussed in the United States and 
seldom represented in paint on canvas. Like Shinn's red chalk 
drawing La Chambre (fig. 164) , an overtly sexual image 
heavily indebted to French Rococo boudoir scenes, The Cot 
reminds us that American artists, however modern their subject 
matter, continued to Ipok to past European art for precedents. 



The Consumer and the Consumed 



If I were shabby no one would have me: a woman is asked 
out as much for her clothes as for herself. The clothes are 
the background, the frame, if you like: they don't make 
success but they are a part of it. 

LILY BART IN EDITH WHARTON'S HOUSE OF 
MIRTH (1905) 

What a pity such a girl has to work in a shop! She seems 
really quite like a lady. 

ALICE VAN LEER CARRICK (1900) 

Two roughly contemporaneous pictures. Lady Trying on a Hat 
(The Black Hat) (fig. 266) by Frank W. Benson and The Shoppers 
(fig. 272.) by William Glackens, address issues of commodification 
and consumerism, touching upon women's twin roles as con- 
sumer and consumed in turn-of-the-century America. Both 
artists are clearly indebted to earlier works by Degas, such as At 
the Milliner's (fig. 267). Benson, however, avoids the public set- 



Fig. 265 Edgar Degas. Interior (The Rape)^ 1868-69. 
Oil on canvas, 317/8 x 455/8 in. (81 x 116 cm). 
Philadelphia Museum of Art, The Henry P. Mcllhenny 
Collection in Memory of Frances P. Mcllhenny 

ting of Degas's miUinery series; his scenario transpires in a 
private space occupied by a single figure. And, in a typically 
American manner, Glackens softens Degas's brutal message of 
class divisions. As for the American consumers we see in the oils 
by Benson and Glackens, Europeans envied them. A visitor from 
Dublin asked, "Why should not all shopping be of the very best 
in America? They are a progressive people; they adopt all the 
new fashions and new inventions with the greatest rapidity. . . . 
Whatever dissatisfaction American women have in their lives, it 
certainly cannot extend to their opportunities for shopping in 
every and in all directions."^° 

Benson's model is pinned in a gridwork of material posses- 
sions. The items surrounding her bespeak a refined domestic 
environment, at the same time acknowledging commercialism — 
here, Boston's historic links with the China trade. A blue-and- 
white jar filled with pink roses is placed prominently on the 
table; its cool tones set off the warmer shades in the woman's 
dress, and the fluid curves of the jar are carefully juxtaposed 
against her comely silhouette. The flowers quite literally echo the 
"roses" in the anonymous woman's cheeks and complement the 
glowing swaths of pink drapery swirling around her. Benson 
objectifies the beautiful but enigmatic figure, equating her with 
the luxurious bibelots that surround her. In appearance and 
milieu she recalls Mme Merle's remarks to Isabel Archer in 
James's Portrait of a Lady: "I've a great respect for thingsl One's 
self — for other people — is one's expression of one's self; and 
one's house, one's furniture, one's garments, the books one 
reads, the company one keeps — these things are all expressive."^ ^ 

In Benson's picture the woman tests the expressiveness of her 
hat. She already owns this accessory, she is done with the rigors 
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Fig. 266 Frank W. Benson. Lady Trying on a Hat (The Black Hat)y 1904. Oil on 
canvas, 40 x 32 in. (101.6 x 81.3 cm). Museum of Art, Rhode Island School of 
Design, Providence, Gift of Walter Callender, Henry D. Sharpe, Howard L. 
Clark, William Gammell, and Isaac C. Bates 06.002 
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Fig. 267 Edgar Degas. At the Milliner's, 18 8 z. Pastel on pale gray 
wove paper (industrial wrapping paper), 30 x 34 in. (76.2 x 86.4 cm). 
The Metropolitan Museum of Art, New York, H. O. Havemeyer 
Collection, Bequest of Mrs. H. O. Havemeyer, 1929 29.100.38 



Fig. 268 Helen E. Hokinson, Cartoon, from Anne 
O'Hagan, "The Customer is Always Right," Woman 
Citizen 11 (May 1927), p. 10 



of shopping for the moment and can enjoy her find at leisure. It 
is unUkely that she would appear in public wearing her gauzy 
white day dress with the black hat, and we can speculate that she 
is simply trying the hat on to appreciate its effect. Although this 
is a private moment, Benson subtly declares a male presence and 
possibly makes a wry comment on the fashionable male foppery 
of past centuries. Above the metal-cornered Asian chest there is a 
framed image, perhaps a mezzotint, of a sixteenth-century gen- 
tleman wearing a plumed hat curiously like the one the model is 
trying on. But by the time this painting was executed women, 
not men, were charged with the task of keeping up with the ever 
changing fashions. As one journalist put it, "The man whose 
thoughts and time and purse are too much absorbed in dressing 
is so despised that the character, once common throughout 
Europe, has now almost ceased to exist."^"^ 

Nevertheless, a man's success could still be gauged in part by 
the appearance of his lady, putting a certain amount of pressure 
on her to choose well. As Lily Bart, the tragic heroine of Edith 
Wharton's House ofMirth^ complained, *'If I were shabby no 
one would have me: a woman is asked out as much for her 
clothes as for herself. The clothes are the background, the frame, 
if you like: they don't make success but they are a part of it. Who 
wants a dingy woman? We are expected to be pretty and well- 
dressed till we drop."^^ A real New Yorker, a woman who felt she 
did little but shop, confided in her diary, "I am so sick of the 



stores and the clothes . . . would rather the clothes grew on like 
feathers!"^"^ A cartoon of 1927 on the subject of shopping for 
hats points out that women's endless quest for new clothes was 
further complicated by the ultimate requirement of a man's 
approval (fig. 268). 

Benson's understated reference to a man in his picture of a 
woman recalls earlier works by Whistler. In the 1880s Whistler 
made several watercolors that use artworks, fabric, and clothing 
as props to indicate a connection between the visible female and 
the absent male. One of these. Pink Note: The Novelette (fig. 
269), depicts Maud Franklin wearing a pink jacket. Color links 
the reading woman with the missing artist. A little picture by 
Whistler rests on the mantelpiece, enlivened by a touch of pink,^^ 
Entwined among the bedsheets is a length of pink fabric, proba- 
bly the fashionable evening cape called a domino, also seen in 
Whistler's contemporaneous portrait of the art critic Theodore 
Duret (fig. 270), who holds such a cape over his arm with the 
proprietary air of a man waiting for his mistress. 

Maud sits on the edge of the rumpled bed, engrossed in a 
novel. Common plots in novels of the period explored relation- 
ships between young painters and their mistresses. Late nineteenth- 
century French litterateurs, such as Alexandre Dumas fils, Honore 
de Balzac, and Emile Zola, filled their pages with descriptions of 
demimondaines set apart from ordinary women by luxurious 
bibelots — fine furniture, figurines, jewelry, clothes, and so on. In 
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Fig. 269 James McNeill Whistler. Pink Note: The 
Novelette, early 1880s. Watercolor on paper, 
10 X 6Vs in. (25.3 X 15.5 cm). Freer Gallery of Art, 
Smithsonian Institution, Washington, D.C. 

these novels kept women are treated as the most expensive 
trinkets of all. Dumas's Marguerite, the lady of the camellias, 
saw men as * 'egotistical lovers who spend their fortunes not for 
us, as they claim, but for their vanity. . . . We do not belong 
to ourselves, we are no longer beings, but things."^^ The poet 
Baudelaire created shimmering images of women as objets d'art. 
In analyzing the transformation of woman into object in French 
society, Remy G. Saisselin articulates the notion of the consumer 
and the consumed: 

She turned into a bibelot herself, surrounded by bibelots, an expen- 
sive object of desire, to be possessed and cherished, but also exhib- 
ited. "Woman" encompassed everything from an object of beauty 
and art for the aesthete, of pride of possession for the successful 
speculator, financier, and banker, to an intimation of transcendent 
spirituality for poets still enamored of the ideal. But in the capitalist 
sublunar world, woman was also a consumer and as such she repre- 
sented an extraordinary market for the creators of department stores, 
the grand couturier, . . . the antique dealer and sellers of bric-a-brac.^^ 

Women were often portrayed as "bibelot[s] . . . surrounded by 
bibelots." Following Whistler's lead, Maurer chose the title An 
Arrangement (fig. 271) for his view of an objectified woman who 



Fig. 270 James McNeill Whistler. Arrangement in 
Flesh Colour and Black: Portrait of Theodore Duret, 
1883. Oil on canvas, 76V8 x-^p/^ in. (193.4 ^ 9^.8 cm). 
The Metropolitan Museum of Art, New York, 
Catharine Lorillard Wolfe Collection, Wolfe Fund, 
1913 13.20 
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Fig. 271 Alfred Maurer. An Arrangement, 1901. Oil on cardboard, 36 x 3178 in, 
(91.4 X 81 cm). Whitney Museum of American Art, New York, Gift of Mr. and 
Mrs. Hudson D. Walker 50.13 



Fig. 272 William Glackens. The Shoppers, 1907. Oil on canvas, 60 x 60 in. 
(152.4 X 152.4 cm). The Chrysler Museum, Norfolk, Virginia, Gift of Walter P. 
Chrysler, Jr. 71.651 
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turns away from us, becoming an element in the artist's pattern 
of textures and surfaces. The anonymous woman is one of the 
things arranged by the painter. 

One might also note, as Saisselin has done, that the objectified 
woman appears in American as well as French novels. James 
shows Gilbert Osmond in Portrait of a Lady — "fond of origi- 
nals, of rarities; of the superior and the exquisite" — coolly con- 
templating the acquisition of the independent American girl 
Isabel Archer. Osmond "perceived a new attraction in the idea of 
taking to himself a young lady who had qualified herself to figure 
in his collection of choice objects" by declining a nobleman's 
offer of marriage.^^ 

James endowed another character, Christopher Newman in 
The American^ with commercial tastes. Newman sought "the 
best article on the market" as a wife, envisioning "a beautiful 
woman perched on the pile" of his financial success, "like a 
statue on a monument."^^ Benson's statuesque model with her 
resplendent hat might make such a wife, and the leap from 
licentious Paris to staid Boston is not so large. 

Glackens's ambitious painting The Shoppers (fig. 272) intro- 
duces several types of women contemplating, we may presume, 
the best article on the market, in this case a piece of lingerie. The 
models include Edith Glackens, wife of the artist, shown clothed 
in fur at the center of the composition, along with two of her 
friends. LiUian Gelston Travis, a schoolmate of Edith's from 
the Art Students League, sits at the counter while an anonymous 
shopgirl displays the garment. At the far right Florence Shinn, 
wife of the painter, looks out toward the viewer. Both artists' 
wives hold purses. An unidentified fifth figure stands between 
them but remains partially obscured in the background shadows. 
The scene takes place in a department store, probably Wana- 
maker's huge emporium that recently had opened quite near 
Glackens's studio. ^^"^ If the Mmes Glackens and Shinn — married 
to artistic revolutionaries — seem unlikely candidates for such 
avid consumerism, a review of their origins reveals that both 
were artistically inclined daughters of affluent, indulgent fami- 
lies. Each could afford the household help that released her from 
domestic chores; each had the money to enjoy New York's 
well-stocked department stores. 

Sloan etched his sardonic Show Case (fig. 273) in 1905, just 
two years before Glackens painted The Shoppers, His potshot at 
privilege records not only the wealthy pigeon-breasted dame of 
fashion on the arm of her top-hatted companion but also the 
intimate underpinnings necessary for her ample figure. A target 
of derision, she serves to show us that a gradual breakdown of 
privacy, decorum, and unquestioning respect increasingly threat- 
ened the established order in the early twentieth century. 

Of course, the complex works of art discussed here were 
created in accord with focused aesthetic programs and cannot be 
interpreted merely as illustrations of current events. Nor are they 




Fig. 273 John Sloan. The Show Case, 1905. Etching, 
5 X 7 in. {12.7 X 17.8 cm). Delaware Art Museum, 
Wilmington, Gift of Helen Farr Sloan 63.20.65 



visual ratifications of social analyses advanced by writers such as 
Thorstein Veblen, whose Theory of the Leisure Class appeared in 
1899. Nonetheless, a common thread links various literary, social, 
and artistic expressions of the period. All are concerned with 
ownership — consumerism, possession, and display, the means by 
which the West was gradually transformed during the nineteenth 
century from a restrained, conservative culture observant of limits 
to an improvident society reliant on abundance, consumption, 
and gratification. Large department stores like the one painted 
by Glackens provided a commercial stage for this metamorphosis. ^^'^ 

The Dry Goods Reporter announced in 1904, "Progress has 
played havoc with many an old hidebound proverb, among 
them, 'Never buy anything you can do without.' Although 
material abundance was available to more people than ever 
before, mass-produced goods, manipulatively merchandised 
through fads and fashions, quickly became an important means 
of enforcing class distinctions between the carriage and the 
shawl trades. The type and price of merchandise as well as the 
style of marketing goods for sale determined who shopped where; 
purchases became not only status symbols but also signs of 
group cohesiveness, further differentiating the social classes. 
The wealthiest New Yorkers disdained the noise and crowding of 
the Lower East Side, where shoppers were jammed together in the 
odoriferous babble George Luks captured in Hester Street (fig. 173). 

Class distinctions quickly developed among department stores, 
as they did among urban retaurants and theater entertainments; 
a Chicago ditty of the 1890s avers that "all the girls who wear 
high heels / They trade down at Marshall Field's / All the girls 
who scrub the floor / They trade at the Boston Store."^^^ The 
store Glackens has chosen to paint is genteel. His rich dark tones 
convey the air of hushed dignity characteristic of an upper-floor 
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Fig. 274 John Sloan. Fifth Avenue, New York, 
1909/11, Oil on canvas, 32 x z6 in. (81.3 x 66 cm). 
Private collection 



Fig. 275 Florine Stettheimer. Spring Sale at BendeVs, 
1921. Oil on canvas, 50 x 40 in. {127 x 101.6 cm). 
Philadelphia Museum of Art, Given by Miss Ettie 
Stettheimer 51. 27.1 



department in a respected emporium, where "it would be as easy 
to imagine a Bowery waiter bawling an order through Delmonico's 
as to picture the indifferent, impertinent saleswoman of certain 
stores rapping upon the counters of certain others and calling, in 
the high pitched, rasping voice affected for these occasions, 
'Cash, cash!' But even the grandest department stores, wed- 
ded to the creation of fantasy environments that tempted cus- 
tomers to part with their money, witnessed mad scrambles for 
merchandise during regularly scheduled sales periods that left 
the staff, not to mention many consumers, exhausted. Seeking a 
humorous metaphor that would sufficiently convey the potential 
terrors of female suffrage, one opponent chose shopping, pre- 
dicting that when the vote was granted to women, "every politi- 
cal caucus will become a retail drygoods store." 

In 1907, the year Glackens painted The Shoppers^ the number 
of customers who entered New York's big stores was estimated 
at 150,000 a day, 250,000 during the holiday season. The 
avenues on which the best shops fronted were every bit as crowded 
and chaotic as a narrow street on the wrong side of the tracks, as 
Sloan's Fifth Avenue, New York (fig. 274) reveals. In 1909, when 
Sloan began working on this image in the heart of New York's 



shopping district, with the Flatiron Building in the distance, the 
artist's diary indicates a budding interest in socialism, fostered in 
part by the sense of economic inequality that can be detected in 
his mildly satirical image.^^^ Sloan, however, was by no means 
immune to the allure of fine merchandise. As he wrote in his 
diary on May 8, 1909, "Walked down Fifth Avenue, beautiful 
afternoon, all the display [of expensive, elegant clothing] was 
out. I came back sort of full charged with it and started to put 
some paint on canvas on the theme." 

The hurly-burly aspect of frantic consumerism and of the 
bargain clearance did not diminish, and artists remained attracted 
to it as a subject well into the twentieth century. Florine Stett- 
heimer's Spring Sale at BendeVs (fig. 275) is a fantasy of shopping 
madness at one of New York's luxury stores. More somber images, 
such as Kenneth Hayes Miller's Looking and Pricing (fig. 276), 
recall that shopping involved hard work. Clever department- 
store magnates sought to mitigate any sense of drudgery with 
lounges, writing rooms, tearooms, and other frankly domestic 
amenities. Indeed, department stores essentially appropriated 
the atmosphere of the middle-class home, while providing the 
merchandise with which to furnish it."^ 



274 THE HOME 




Fig. 176 Kenneth Hayes Miller. Looking and Pricings 
1938. Oil on canvas, 28 x 23 in. (71. i x 58.4 cm). 
Hirshhorn Museum and Sculpture Garden, Smith- 
sonian Institution, Washington, D.C., Gift of Joseph 
H. Hirshhorn, 1972 

As Glackens's carefully staged tableau with its backdrop of an 
elaborate display of wares reveals to us, shopping blurs the lines 
between work and entertainment. Department stores were, in 
fact, a significant form of theater, sometimes housing large audi- 
toriums and offering regular performances by in-house orches- 
tras, not to mention guest appearances by the likes of Richard 
Strauss (see fig. 277).""^ 

Two characters in Glackens's scene — a shopgirl who serves 
the party from behind the counter and a veiled, shadowy figure 
partially emerging from the background near a fully laden gar- 
ment rack — amplify the topical significance of The Shoppers as a 
work created during a time of profound economic change. The 
artist may have included these darker figures with his three avid 
consumers to comment on the waning of a centuries-old system 
of close bargaining between individual buyer and seller. After the 
mid-nineteenth century such familiar transactions were gradually 
replaced by visits to vast impersonal department stores staffed 
with thousands of shopgirls and huge cadres of support personnel 
unseen by the consumer."^ These enormous dry-goods bazaars 
created a system "which produces . . . bargains; which fills the 
plate glass windows with gorgeous colors and rich fabrics; which 




Fig. 277 A Musicale in Wanamaker's Philadelphia 
Store, from Hartley Davis, '*The Department Store 
at Close Range," Everybody's Magazine 17 (September 



enables a buyer to costume herself for a festivity or a funeral, to 
furnish her home and to mail her letters, to *call up' her family, 
to be manicured and coifed and shod and hatted, to write her 
notes, to rest after her labors, and perhaps even to be enter- 
tained; to have her picture taken and her bicycle equipped with 
every device known to the order of the wheel." 

Instead of selHng merchandise at the highest price the public 
was wiUing to spend, department stores ran on the principle of 
rapid stock turnover, depending on discounts from manufactur- 
ers, volume sales, and overall percentages rather than bottom- 
line profits from specific departments. Novelists and journalists 
alike marveled over the notion of a lucrative business that could 
retail merchandise at or below cost and spilled much ink warn- 
ing readers about attractive displays of current fashions intended 
to tempt women to spend. True, the department store supplied 
urban dwellers with their wants. "But the department store of 
the city does more. It creates appetites and caprices in order that 
it may wax great in satisfying them."' As Theodore Dreiser 
put it in 1900 in Sister Carrie, "fine clothes were to her a vast 
persuasion; they spoke tenderly and Jesuitically for themselves.""^ 
So great was the upheaval caused by the shift in values to con- 
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Fig. 278 From Anne O'Hagan, "Behind the Scenes 
in the Big Stores," Munsey's Magazine zz Qanuary 
1900), p. 529 



sumerism that kleptomania — shoplifting by middle-class women 
as opposed to old-fashioned pilfering by the disadvantaged — 
developed in tandem with the department store itself. 

Glackens introduces his veiled woman of indeterminate age 
in a subdued outfit that is eclipsed by the splendid hats and 
cloaks of the Mmes Glackens and Shinn. Holding one gloved 
hand to her chin, she seems to contemplate a parallel eclipse of 
the old way of doing business. Her expression is as somber as her 
dress; the spirit of nostalgia and loss can be felt in this commer- 
cial scene, just as it can in the most serene landscapes of the 
American Impressionists. As department stores assumed the 
mantle of cultural authority, simultaneously forming and inter- 
preting middle-class taste, they became, in a sense, educators of 
the modern woman. Perceiving this, a commentator of the time 
remarked, "The department-store, more than any other element 
in her life, shows her the fallacy of mother's way in present-day 
environments and under modern conditions."^'^^ 

What of Glackens's shopgirl? Here the outlook, typically 
American, is far more positive than that of earlier French works, 
including Degas's At the Milliner's (fig. 267) . Whereas Degas 
concentrates on the customer, abruptly cutting off the clerk's 
insignificant visage with the sharp edge of a cheval glass, Glackens 
gives us a full view of his fresh-faced, if somewhat coarse-featured, 
shopgirl. No doubt the American employee had the advantage 
over her European counterpart at least in part because she 
existed in a country where many considered that "the welfare of 
the help is the welfare of the business." ^""^ Glackens's shopgirl 
wears the standard shirtwaist with a modest brooch at her neck. 
She has expectations.^"^^ "What a pity such a girl has to work 




Fig. 279 From Anne O'Hagan, "Behind the Scenes 
in the Big Stores," Mun$ey*$ Magazine 22 {January 
1900), p. 536 



276 THE HOME 



in a shop! She seems really quite like a lady" was a common 
sentiment/ One turn-of-the-century journalist emphasized the 
link between previously established roles for women in the domestic 
sphere and the rigors of successfully dealing with a demanding 
public: "to work in a store takes much patience, forbearance and 
an obliging disposition, three things certainly essential to an 
admirable womanly character." ^^"^ Although sales work was ar- 
duous, and the wages were often lower than what could be 
earned in service to a family, employment in a respectable de- 
partment store had some advantages, among them greater per- 
sonal independence than was possible in private service, exposure 
to a wider range of people and ideas, and even — in the best 
cases — improved living standards (see fig. 278).^^^ 

The sometimes rather fuzzy demarcation between shopgirl 
and shopper underlies many illustrations of the period (see 
fig. 279) . Just as there were hierarchies among department stores, 
there were status levels within the staff of an individual firm. The 
salesgirl's prestige was inextricably linked to the type of goods 
she sold, offering a sobering parallel to the function of material 
goods as hallmarks of status within the home. Susan Porter 
Benson has recently observed that managers assigned the selling 
of particular kinds of merchandise to particular kinds of women 
whom they considered appropriate; stylish salesgirls, for exam- 
ple, sold better apparel, while older and native-born women 
were placed in departments with higher-priced wares. Younger 
and immigrant women sold cheaper goods. 

Because salesgirls' wages were low, much discussion centered 
on whether or not they could live decently without succumbing 
to "cheap amusements, public dance-halls, excursion-boats, 
moving-picture shows," and other entertainments "conducted 
apparently in the interest of the powers that prey upon young 
girls." ^'^'^ Like the factory girls of the post -Civil War decades, 
the young women working in department stores were easy tar- 
gets for accusations of questionable sexual morality. But avail- 
able statistics do not support these allegations; neither, really, do 
paintings made by American Realists. 

However easy it might be to presume the worst of the young 
working-class women cooking their supper in Sloan's Three A.M. 
(fig. 263), we do not actually know their situation. Sloan wrote of 
what he saw here in essentially positive terms: "These two girls I 
took to be sisters, one of whom was engaged in some occupation 
that brought her home about this hour of the morning. On her 
arrival the other rose from her slumbers and prepared a meal. 
This picture is redolent with the atmosphere of a poor, back 
gaslit room. It has a beauty, I'll not deny it; it must be that 
human life is beautiful." ^"^^ The makeup of the girls' household 
was not clear to the artist, who thought it might include two 
men. Sloan's rather juvenile reference in his diary to the National 
Academy's rejection of this picture in 1910 — "I sent [it to] them 
as much as a joke like slipping a pair of men's drawers into an 



old maid's laundry" — suggests a somewhat casual commitment 
to Realism. 

If, in Three A.M. and other works, Sloan is painting the sort of 
working-class girls who staffed the department stores, he seems 
to prefer depicting them at home, echoing the subject choices of 
his Impressionist predecessors. Sloan takes up the issue of per- 
sonal cleanliness in the context of the home in Sunday, Women 
Drying Their Hair (fig. 280), a scene viewed from his eleventh- 
floor studio on West Fourth Street as he looked down on the roof 
of an eight-story building on Cornelia Street. ^ Bathing and 
laundry were so difficult to accomplish for many tenement dwell- 
ers that relatively little got done; simply heating water was a 
challenge, if the tenant was lucky enough to have running water 
(see fig. z8i). The drying clothes behind the three girls in the 
painting remind us of the arduous laundry process. 

Lack of cleanliness could easily become an obstacle when the 
people Sloan shows us looked for employment in homes, offices, 
and stores. "So long as the upper classes felt the necessity of 
using smelling salts whenever approached by one of the common 
people, just so long would they despise the vile-smelling yokels," 
explained John Leeds. "Cleanliness is not only next to Godliness, 
but it is essential to the establishment of the Brotherhood of 
Man."^^^ 

While we cannot be certain of the circumstances of the three 
working-class Graces on their roof, we can assume that their 
labor supported themselves or others, although Sloan recorded 
them in a moment of relaxation, however rare. "To-day five 
miUions of women are engaged in the United States in four 
hundred different wage-earning occupations," proclaimed Hersey 
in 1904.^^^ Poet Julia Ward Howe, a leading proponent of suf- 
frage, reflected the feminine ambitions of the era when she wrote 
at the beginning of a volume containing a census of women's 
occupations, ''The theory that woman ought not to work is a 

corruption of the old aristocratic system A respect for labor is 

the foundation of a true democracy." ^^"^ Nevertheless, even as late 
as 1910, most working women were employed as farm laborers, 
domestic servants, store clerks, or in manufacturing jobs; a 
meager 8 percent pursued such professions as teaching or nursing. ^ ^ ^ 
Wrote M. E. J. Kelley in 1898, "No factory girl or saleswoman 
intends to remain at her occupation more than a few years ... If 
she doesn't desire to do something which she considers more 
respectable, then she expects to be married," a sentiment also 
expressed in a contemporary illustration (fig. 282).^^^ 

There was a clear division between work for men and work 
for women: women were given tasks that paid less, and their 
jobs were derived from traditional female endeavors. In manu- 
facturing women pursued tasks once accomplished by piecework 
within the home — clothes making and millinery or commercial 
food production, for example — and they were rarely awarded 
positions of authority. ^^'^ Katharine Pearson Woods, writing in 
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Fig. 280 John Sloan. Sunday, Women Drying Their Hair, 1912. Oil on canvas, 
26 X.32 in. (66 X 81.3 cm). Addison Gallery of American Art, Phillips Academy, 
Andover, Massachusetts 
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Fig. 281 Jacob A. Riis. The only Bath-tub in the Block: 
it hangs in the Air Shaft, from Jacob A. Riis, The 
Battle with the Slum (1902). Museum of the City of 
New York, The Jacob A. Riis Collection ST- 5 




Fig. 282 W. H. Hyde. Illustration from Robert 
Grant, "The Art of Living: The Case of Woman," 
Scribner's Magazine 18 (October 1895), P- 473 



1890, mocked John Ruskin's instruction to women — "queens 
you must always be" — and juxtaposed it to the mission of the 
Working Women's Society — "relief and rescue of those women 
now oppressed and wronged." She concluded: "The woman of 
exceptional ability, who knows her niche in life and climbs 
upward to it with unflinching courage and unswerving will, 
usually attains it, though often at the price of treading under her 
more feeble sisters. The editor of a popular paper or magazine 
does not often quarrel with her salary; the fashionable milliner 
or dressmaker can command her own price; the lady professor 

has her own work and her own reward But queens? Which is 

correct, Ruskin or the Working Women's Society ?"^^^ Historical 
distance lets us see that neither Ruskin nor the society was 
entirely right. By painting women as both consumer and con- 
sumed, American Impressionists and Realists tacidy recognized 
women's difficult, changing status. 



Artful Commodities 



/ have no mission to preach a crusade against luxury and 
bad taste. 

CLARENCE COOK {1878) 

Shopping and collecting bridge the workaday world and the 
home, two realms still seen as separate at the outset of the period 
under study here. As the nineteenth century drew to a close, the 
economic and social changes that reshaped family values and 
relationships reordered patterns of consumption not only of 
mundane commodities but also of works of art, which were 
collected to embellish domestic surroundings. And as consumer- 
ism, possession, and display loomed large, art was commodified, 
altering the environment in which the painters of modern life 
created their images. 

Certainly, fashion spurs interest in art as much as intellectual 
curiosity does, a harsh fact of life that successive generations of 
artists have had to face as they brought their works forth in an 
atmosphere of commercialized leisure. That this situation is an 
easy target for satire is witnessed by Stuart Davis's irreverent 
cartoon of ignorant society ladies (fig. 283) published for the 
readers of the Masses during the Metropolitan Museum's 1913 
exhibition of J. R Morgan's vast art collection. Artful commodi- 
ties required artful commodification. As status-conferring paint- 
ings reached an ever wider buying public in both Europe and the^ 
United States, artists themselves participated to a degree in mer- 
chandising and displaying their pictures. When he was a struggling 
artist, Whistler was quicker than most to grasp the advantages of 
self-promotion, a practice that the American Impressionists and 
Realists would follow. The legitimate and quite logical desire for 
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Fig. 283 Stuart Davis. Cartoon from Masses 4 
(March 1913), p. 15. Collection of Earl Davis 

new patronage — a market share — was fundamental to the for- 
mation of artists' groups that were later considered movements, 
such as the independent French painters dubbed Impressionists 
or the Americans known as The Ten or The Eight. 

Sloan's Picture Shop Window (fig. 284) frankly addresses 
art as commodity and does so in a positive spirit. In Gist of Art 
Sloan commented upon this painting, "West Twenty-third Street 

supplied me with many subjects I suppose that this unusual 

interest in pictorial art on the part of the group here shown gave 
the painter hope for the future of art in America." ^"^^^ The young 
girls on West Twenty-third Street were not the only ones with 
their noses pressed to the glittering windows of the art world. In 
The Chapman Gallery (fig, 285), there are two similarly disposed 
men, thought to be a self-portrait of Luks with an art critic. 
Brightly Ht paintings and prints form an enticing grid of black, 
white, and gold before which the figures of artist and critic stand 
like communicants at an altar rail. Here Luks seems to acknowl- 
edge that in this era of commodification an artist's following 
increasingly was based on the abilities of dealers to market 
pictures and of critics to interpret them for the public. 

The nineteenth century witnessed the advent of a number of 
expositions and institutions concerned with the display and 



Fig. 284 John Sloan. Picture Shop Window^ 1907—8. 

Oil on canvas, 32 x 25 Vs in. {81.3 x 63.8 cm). 

Newark Museum, Gift of Mrs. Felix Fuld, 1925 25.1163 

ownership of art. Not only the great world's fairs but also the 
department stores and museums that developed concomitantly 
with them offered public venues for the presentation and mar- 
keting of painting and sculpture. ^"^^ These venues were supple- 
mented by growing numbers of art galleries and salesrooms, 
such as the American Art Association in New York, and com- 
mercial art dealers. ^"^^ 

Distinctions between fine art and frankly commercial prod- 
ucts had become blurred in the elaborate productions mounted at 
London's Crystal Palace in 18 51 and countless subsequent fairs 
where a country's painting and sculpture could become an im- 
portant tool in the establishment of international status. Build- 
ings filled with fine art competed for ground space with halls 
dedicated to new machinery or feats of agriculture or the fruits 
of unfamiliar cultures around the globe. On both sides of the 
Atlantic the great department stores were quick to exploit the 
lessons of the fairs by featuring fine art with other forms of 
merchandise — and virtually eradicating the lines that divided 
them. Adjoining "the most luxurious and beautiful department 
devoted to the comforts of ladies to be found in a mercantile 
establishment," Macy's set up an art gallery with an extensive 
display of oil paintings, ^"^^ Wanamaker's provided art education 
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Fig. 285 George Luks. The Chapman 
Gallery. Oil on canvas, i6Vsx 20 Vs in. 
(41 X 5 I.I cm). Collection of Nancy 
Lake-Benson 



to shoppers in both Philadelphia and New York by exhibiting 
French pictures. Indeed, this company maintained grandiosely: 
"There is probably no other store in the world that has gone into 
the Paris salons and purchased the pictures best worth having to 
decorate its walls. It is largely these paintings and this kind of 
artistic exhibition, open to all for the coming, that have helped to 
convert the Wanamaker stores into vast public museums, quick- 
ening the interest of thousands of visitors, and reaching a larger 
number than many museums owned and controlled by the city 
and the state.'"^"* 

Again following the lead of the great fairs, department stores 
created fanciful, often exotic environments as a means of roman- 
ticizing the act of purchasing, making it more a tempting enter- 
tainment than a chore. A commercial cathedral like Alexander 
Turney Stewart's eight-story skyscraper with a cast-iron facade 
and windows of French plate glass offered New Yorkers "the 
treasures of the world . . . the commerce of Europe, Asia, Amer- 
ica and far-off Africa.'"'^^ 

Zola's Au Bonheur des Dames of 1882, which was available 
in English translation almost immediately after its French publi- 
cation, chronicles the rise of a fictive department store based on 
Au Bon Marche, the opulent emporium in Second Empire Paris 
that inspired numerous American enterprises, such as Wanamaker's 
and Macy's.^"^^ Among Zola's many detailed passages on mer- 



chandising , the most breathless characterizes a "great exhibition 
of household linen" as "an orgy of white.'""^^ January white sales 
soon became a feature in American department stores, and one 
journalist told her readers in 1900 that "it would be a bold 
concern which would dare to ignore it.'""*^ During this turbulent 
period advertising as practiced by businesses in general and the 
department stores in particular was as fresh a form of showman- 
ship as vaudeville and the five-cent movie. '"^^ But this particular 
form of showmanship moved merchandise, whether housewares 
or paintings. 

Heretofore unprecedented commercialization now brought 
art and antiques to new middle-class audiences. Much of the art 
produced during the era, when the Aesthetic Movement held 
sway, was relatively small in scale and destined for the home. 
Widespread interest in house decoration stimulated a boom in 
collecting both decorative and fine arts, fueled by material riches 
available through industrial progress and made urgent by a 
growing perception that tokens of America's historical past were 
both finite and fragile. The ownership of goods, including art, 
became a reliable means of creating what Clarence Cook termed 
"The House Beautiful," simultaneously expressing financial suc- 
cess and maintaining all-important, reassuring links to the past. 

Shortly before collecting mania swept the United States, Degas 
set The Collector of Prints (fig. 286) in a confrontational pose, 
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Fig. 286 Edgar Degas. The Collector of Prints, 
1S66. Oil on canvas, zoVs x 155/4 in. (53 x 40 cm). 
The Metropolitan Museum of Art, New York, 
H. O. Havemeyer Collection, Bequest of Mrs. H. O. 
Havemeyer, 1929 29.100.44 
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Fig. 288 Walter Crane. Frontispiece, Clarence Cook, 
The House Beautiful: Essays on Beds and Tables, 
Stools and Candlesticks (New York, 1878) 



hunched over a portfolio of prints. With his legs wrapped protec- 
tively around his trove, he stares out at the viewer who interrupts 
his search. Robert L. Herbert identifies this urban character as 
"the acquisitor-coUector who hunts for the rare, overlooked 
print, who monopolizes the shop's folio, and who looks with 
unfriendly eye on us, setting up a psychological tension that lets 
us know we face a competitor."' Degas's carefully constructed 
grid crowds the collector into a tight space, littered with an array 
of prints, albums, calling cards, photographs, and swatches of 
fabric that could be used to cover small notebooks. An antique 
Asian ceramic horse is safely enclosed in a cabinet behind him. 
This desirable object is not for just anyone — it is a treasure. The 
possessiveness evinced by Degas's print collector was character- 
istic of turn-of-the-century Americans in the grip of collecting 
fever. In a newspaper advertisement of 1885 (fig. 287), an acquisi- 
tive American "Monomaniac" rubs his hands before a curio cabi- 
net filled with treasures like the statuette in Degas's painting. 

Expressive of Americans' newfound obsession with material 
possessions was Cook's decorating book The House Beautiful: 
Essays on Beds and Tables, Stools and Candlesticks-^ its aestheti- 
cized frontispiece by Walter Crane (fig. 288) shares with Cassatt's 
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Fig. 289 Mary Cassatt. Lady at the Tea Table, 1885. Oil on canvas, 29 x 24 in. 
(73.7 X 61 cm). The Metropolitan Museum of Art, New York, Gift of Mary 
Cassatt, 1923 23.101 
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Fig. 290 Edward Lamson Henry. Old Clock on the 
Stairs, 1868. Oil on canvas, 20^4 x 16^1 in. 
(52.7 X 41.9 cm). Shelburne Museum, Shelburne, 
Vermont 27.1.6-7 

painting Lady at the Tea Table (fig. 289) a fascination with 
things^ translated into enticing emblems that helped establish 
taste and social position. Cassatt shows her cousin Mrs. Robert 
Moore Riddle awkwardly pinned between a gilt-framed picture 
and a set of gold-embellished china on a crowded tabletop. Her 
ring-laden hand rests firmly on a blue-and-white teapot, part of a 
Chinese export porcelain service that Mrs. Riddle had given 
Cassatt in Paris.^^^ The voluptuously painted pots, cups, and 
saucers as well as the sitter's lacy headgear are far more appeal- 
ing than the austere lady herself, who eventually declined this 
portrait. 

An advocate for comfort and individuality in decoration. 
Cook counseled mingling old with new objects and mining the 
styles of many times and places. "My purpose is not to recom- 
mend eccentricity, nor even a modified Bohemianism," he reas- 
sured his readers. "I have no mission to preach a crusade against 
luxury and bad taste; nor have I a hope that anything I can say 
will bring back simpHcity and good taste."^^"^ American collectors 
on all levels, whether of modest means or affluent, looked to 
Europe for inspiration. The grandest, such as Isabella Stewart 



Gardner, could aspire to own antiquities and works by the old 
masters as well as contemporary art.^^^ Her interior garden at 
Fenway Court in Boston was liberally and literally sprinkled 
with bits and pieces of old Europe, including the original win- 
dow surrounds from the Ca' d'Oro in Venice. Americans also 
began gathering up objects from their own past, especially after 
the Philadelphia Centennial Exhibition of 1876 featured the 
Colonial Kitchen and similar displays as soothing reminders of a 
simpler era and as comforting antidotes to such impressive yet 
bewildering technological advances as the Corliss engine and the 
telephone. ^^"^ 

Edward Lamson Henry, an avid collector and a respected 
preservationist as well as an artist,^ lovingly embellished his 
interior scenes with Americana — in his Old Clock on the Stairs 
(fig. 290) a tall clock occupies a prominent position on the 
landing, a spot that no eighteenth-century householder would 
have chosen. Like the grandmotherly figure in the distant parlor 
or the use of the adjective old in the picture's title, the implied 
soft ticking of this "grandfather" clock gently evokes the passage 
of time for the viewer. For those who could not afford antiques 
like Henry's clock, reproductions became widely available. 

Like bric-a-brac, both old and new, paintings were products 
that conferred status on their owners. To help sell them, artists 
and dealers on both sides of the Atlantic housed modern pictures 
in eighteenth-century-style frames, aggrandizing them while link- 
ing them to the past for prospective owners. Cassatt's mother 
reported that the artist herself was willing to attempt such pack- 
aging for her Lady at the Tea Table: "The picture is nearly done 
but Mary is waiting for a very handsome Louis Seize [frame] to 
be cut down to suit before showing it to [the Riddles] . , . they 
are not very artistic in their likes and dislikes of pictures." 

Taking his cue from Honore Daumier, Sloan sardonically 
records this kind of commercial framing in The Picture Buyer 
(fig. 291).^^^ Cloaked in self-importance, the seated patron is set 
off from the standing crowd at the Macbeth Galleries. As shop 
personnel eagerly hover around him, other gallery visitors look 
on with varying expressions to see what the haughty customer 
might select. A painting is balanced on an easel behind a palatial 
frame. Beside the easel the dealer's assistant holds the next 
available canvas, as yet unframed, with its back toward the 
buyer. We have the impression that the helper is about to slide 
the new candidate behind the opulent frame for viewing if the 
picture now on the easel is rejected. Hat in hand, a rather 
anxious young man in the background might represent an artist 
eager for new patronage. 

Of course, advanced, hence unfamiliar, modern styles have 
always been difficult to sell to conservative collectors. As Sloan's 
Picture Buyer affirms, the frame could be as important as its pic- 
torial contents when the audience was unsophisticated. Although 
the appreciation of fine art that burgeoned at midcentury was still 
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Fig. 291 John Sloan. The Picture Buyer, 1911. Etching, 
5 'A X 7 in, (13.3 X 17.8 cm). Bowdoin College 
Museum of Art, Brunswick, Maine, Bequest of George 
Otis Hamlin 1961.69. 71 

growing after the turn of the century, narrative pictures, especially 
sentimentalized genre scenes, held sway in the marketplace, not 
only in original paintings but also in cheaper reproductions. 

A flood of influential decorating books appeared in Britain 
and the United States as early as the 1860s. SHghtly desperate 
titles, such as Loftie's Plea for Art in the House, with Special 
Reference to the Economy of Collecting Works of Art, and the 
Importance of Taste in Education and Morals^ testify that con- 



sumerism was anxious work. The pages of these governessy little 
books also reveal ever present links between commercialism and 
artistic decoration, for the authors endorse particular brands of 
merchandise — their publications were promotional. Then, as 
now, decorating advice and the purveying of certain products 
went hand in hand. 

A standard practice recommended by the authors of such 
manuals for decorating houses was to trot out the tried and true 
styles of the past, affirming the constancy of art principles that, 
once studied and comprehended, could be applied to the present 
day.^^^ This sounds suspiciously like a generic outline of how 
academies of the eighteenth and nineteenth centuries trained 
aspiring artists. The parallel once again underscores attitudinal 
links among painting, shopping, and decorating. Not just luxuri- 
ous objects captured in portraits or still lifes but also entire 
historical schemes for the decoration of houses could serve as 
touchstones for the past and testaments to present prosperity. 
Would-be buyers were enabled **to learn just what a Louis 
Quinze room really is" by reading handbooks or visiting elabo- 
rate department-store displays. 

Unfortunately for the painters of modern life, the self-help 
decorating books and the women's journals that eventually re- 
placed them offer lengthy discussions on suitable framing or on 
the overall visual coherence of a parlor or a dining room but are 
almost silent on how to purchase a good picture. For the authors 
of self-help books, many of whom were as middle class as their 
readers, art meant, by and large, the decorative arts. A few 



Fig. 292 Charles Hunt. My Macbeth, 1868. Oil on 
canvas, 20 x 26 in. (50,8 x 66 cm). The Forbes 
Magazine Collection, New York 
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Fig. 293 Everett Shinn. Cover, Exhibition of Pastels: 
Paris Types by Everett Shinn at Boussod Valadon 
and Co/s Galleries, 1901. Everett Shinn Papers, 
Delaware Art Museum, Wilmington 

collectors and writers, however, did acknowledge the existence 
of mimetic painting/^*^ Loftie conceded: *'The highly finished 
pictures of the great Dutch school . . . contain good, downright, 
hard work; they are not scamped; there is no 'execution' for 
execution's sake in them . . . and, for the most part, their subjects, 
though homely, are of a kind which will always command popu- 
larity even with those who know little or nothing about art."^^^ 

In recalling the ongoing, uphill battle against received taste we 
can understand how discouraging it must have been for any artist 
accused of "scamping" to confront the ready market for tightly 
finished narrative pictures like My Macbeth by Charles Hunt 
(fig. 292). The proud owner who points to his latest acquisition, 
placed in front of his admiring family and in the midst of a room 
filled with possessions, underscores not only the concept of art 
as merchandise but also the predictable limits of popular culture. 

Like Sloan, Shinn acknowledges the connection between art 
and merchandise: on the cover of the catalogue for his own 
exhibition of pastels at Boussod, Valadon and Company, a Pari- 
sian dealership with a New York branch, he shows a fashionable 
if cartoonish woman shopping for hats (fig. Z93). She is a type, 
the artist tells us. So is the milliner's boutique and so is the shop 
next door, occupied by a purveyor of antiques and used frames. 
He is open for business, as indicated with an empty slat-backed 
chair set near the entrance. By juxtaposing hats, antiques, frames, 
and the pictures listed in the catalogue, this little sketch rein- 



forces the commodified nature of the pastels Shinn hoped to sell 
at his solo exhibition. 

The evidence of pictures and texts tells us that by the turn of 
the twentieth century opportunities to drop in on a luxurious 
display at a museum or art gallery or to complete mundane 
shopping errands amid the theatrical fantasies of a large depart- 
ment store were firmly established among the myriad entertain- 
ment options available to modern city dwellers. Less evident at 
the time was a firm understanding that the environments in 
which such diverting activities took place were purposefully 
created with home merchandising in mind: something to do and 
something to buy went hand in glove. 



Woman's Work 



Women .,,the census classes as dependent females because 
they get no pay envelope of a Saturday night after seven 
days of broiling steak, nicking dishes, running sewing 
machines, and nursing mumpy children. 

MARY ALDEN HOPKINS (1912) 

The head cashier ofMacy's, who now gets $6,000 a year, 
began as a cash girl in that establishment at$^ a week, 

HARTLEY DAVIS (1907) 

Sloan's Woman's Work (fig. 294) represents a whole category of 
domestic endeavor that was a major portion of the woman's role 
within her sphere — cleaning, cooking, doing laundry, in general 
providing for the physical needs of her family. Some turn-of-the- 
century writers ennobled these activities. Speaking in 1901 of 
"the New England Woman," who personified virtues ascribed to 
New England villages, Kate Stephens described feminine "self- 
limitation [as] almost Greek" and catalogued the deeper values 
protected by her efforts, "what Plato calls woman's work": "a 
pure and sober family life, a husband's protective spirit, the birth 
and growth of children, neighborly service ... for all those lives 
should come within touch of her active hands." 

In A Woman's Work Sloan explores domestic tasks in the urban 
milieu. He depicts wash day, an ordinary event in the life of a 
New York tenement dweller, as seen from the window in his 
apartment at 155 East Twenty-second Street. "Painted a woman 
hanging out wash on fire escape. A thing I saw back of us," he 
wrote in his diary. ^^"^ Sloan's vantage point through the window 
may have suggested the picture's vertical format. His subject 
has stepped outside of her apartment to perch on a narrow metal 
fire escape. The surrounding tenements confine our view, as they 
must have done for the painter; only a thin band of sky and 
someone else's laundry hint at open spaces beyond this man- 
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Fig. 294 John Sloan. A Woman's Work, 1912. Oil on canvas, 31V8 x 25 3/4 in. 
(80.3 X 65.4 cm). The Cleveland Museum of Art, Gift of Amelia Elizabeth 
White 64.160 
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Fig. Z96 John Sloan. Night Windows, 1910. Etching, 
5^/4x7 in. (13.3 X 17.8 cm). The Metropolitan 
Museum of Art, New York, Harris Brisbane Dick 
Fund, 1924 24.30.35 



Fig. 295 The 'Torture Corset* , From Photo 
Posed by Miss Calder from Harriet 
Hubbard Ayer, Harriet Hubbard Ayer's 
Book: A Complete and Authentic Treatise 
on the Laws of Health and Beauty 
(Springfield, Mass. 1902), p. 273 

made canyon of brick and mortar. The family wash — shirts, 
nightgowns, and sheets — flutters in the sunshine for all the world 
to see. A corset hangs precariously over the edge of the fire 
escape. This undergarment — one of the sort by this time de- 
nounced as *'torture corsets" (fig. 295) that harmed women's 
health while forcing their figures into the prevailing hourglass 
ideal — suggests that the sturdy, simply dressed woman hanging 
wash in Sloan's picture might be striving, however unsuccess- 
fully, for this standard of appearance.^^^ 

"The subject, a woman putting out her wash, is one that never 
loses its charm for me," Sloan admitted. Commenting on 
another laundry scene he painted. Sun and Wind on the Roof 
of 1915 (Maier Museum of Art, Randolph-Macon Woman's 
College, Lynchburg, Virginia), he confessed what attracted his 
eye: "An urge to record my strong emotional response to the city 
women, any woman running up the colors of a fresh, clean wash. 
Sun, wind, scant clothing, blowing hair, unconscious grace give 
me great joy."^^^ Sloan's evocation of outdoor elements and the 
"fresh, clean wash" sounds as if he were describing a sporty 
racing sloop, effectively masking his desire to observe these 
women in intimate moments. Voyeurism, already evidenced in 
Three AM, (fig. Z63), is manifested more clearly in the etching 
Night Windows (fig. Z96), than in his oil paintings of women 
doing laundry. The etching shows two women at lit windows — 
one a solitary figure at her toilette and the other a wife and 
mother, minding children and hanging laundry while her hus- 



band (perhaps a surrogate for Sloan himself) sits on the roof, 
smoking his pipe and, as Sloan put it, "taking in the charms" of 
the window opposite. 

In 1915 Jennie Doyle, a socialist who modeled for Sloan, sent 
the artist an "interview" she conjured up between a painter and 
a journalist. J. Flinerty Slam, a thinly disguised Sloan, discusses 
his urban subjects with Miss Bjones, who works for the Squall, 
a clever mutation of the Call, the socialist newspaper read by 
Sloan and his circle. This amusing parody could easily be applied 
to the excesses of art-historical interpretation, Bjones provides 
the first-person narrative, with Slam praising the view through 
his window, which he deems "extraordinary [in] ... its beautiful 
human ordinariness." 

"Behold those clothes lines swaying rhythmically in the breeze You 

observe how the breeze forces the wash to assume different attitudes 
and expressions as it were. Look at that underdrawer for instance — it 
is full of character especially at the knees which are large and like the 
owners will, I doubt not, almost inflexible. A study of that drawers . . . 

would enable one to draw a characterful portrait of the owner It 

is . . . the coarse garment of a workingman.["] . . . 

"How would you picture the owner of the petticoat?" 

"The owner of the petticoat is the wife of the owner of the 
drawers" said the artist with conviction. "That much can be 
gathered from it[s] impressive air, from the absence of coyness or 
invitation. She loves him no doubt but the arts that captured him are 
no longer employed or seemed necessary, more's the pity" he 
concluded with a sigh.^''^ 
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After the hapless Miss Bjones completes her interview, she exits 
to see a sign on the building she and Mr. Slam had discussed so 
ardenriy. " *Laundry taken in by the dozen or Bundle, open air 
drying on roof.' "^''^ 

We can presume that Sloan's faithful wife, Dolly, took care of 
his laundry, but we have no way of knowing how she felt as she 
washed each piece, then hung it to dry, sorted it, ironed it, folded 
it, and stowed it away, only to repeat the entire cycle from clean 
to dirty and back again. Sloan the Realist has chosen to depict 
the most pleasant moment in the washing process — the dirt is 
gone; no soapy water is in evidence; and the heavy iron has yet to 
be heated up. He makes it easy to forget how time consuming 
laundry was before the advent of electric washers and dryers and 
easy-care fabrics. At the turn of the century laundry — described 
as "the Herculean task which women all dread" and "the white 
woman's burden" — occupied as much as a third of a housewife's 
working time.^^^ The very title of Sloan's painting — A Woman's 
Work — underscores the laborious aspects of domestic life often 
overlooked or minimized by the American Impressionists and 
slighted also by their Realist successors. 

A Woman's Work^ with its backdrop of wall and windows, 
reminds us that advances in domestic technology addressed new 
needs of tenement and apartment dwellers, whose fire escapes 
provided a very different setting from that of Charles Courtney 
Curran's Breezy Day or J. Alden Weir's Laundry, Branchville 
(figs. 298, 47), both of which show laundry billowing over ver- 
dant meadows, drying in the fresh country air. As urban land 
costs rose precipitously, economics encouraged real-estate devel- 
opers to build multistory residences, work spaces, and stores. 
City land was so valuable that only the wealthiest citizens could 
afford single-family homes; the less affluent chose between apart- 
ments and suburban houses. The demand for efficient housing 
prompted developers to seek new conveniences — refrigeration 



Fig. 297 The Happy Day Electric 




Home Laundry Machine, advertise- 
ment for National Sewing Machine 
Company, Belvidere, Illinois, ca. 1910. 
The New- York Historical Society, 
Bella C. Landauer Collection SB83/4 



for food preservation, gas for cooking, elevators for easy move- 
ment from floor to floor. Plumbing had eliminated the need for 
pumping water and lifting buckets; new washing conveniences 
saved time and effort; and soon washers would be powered by 
electricity (see fig. 297).^^"* All such domestic progress was depen- 
dent upon a large, sophisticated mercantile system, symbolized 
by the modern department store, which brought food and other 
products to eager feminine consumers through a delivery system 
"as remarkable as the United States mail delivery.'"^^ 

Relief on the domestic front due to technological and com- 
mercial advances enabled more and more women to pursue 
opportunities for employment outside the home. Some even saw 
increases in their wages. "The head cashier of Macy's, who now 



Fig. 298 Charles Courtney Curran. A Breezy Day, 
1887. Oil on canvas, iz x 20 in. {30.5 x 50.8 cm). 
Pennsylvania Academy of the Fine Arts, Philadelphia, 
Henry D. Gilpin Fund 1899. i 
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Fig. 299 ]ohn Sloan. Illustration from Mary Alden 
Hopkins, "Women March," Collier% the National 
Weekly 49 (May 18, 1912), p. 13 




Fig. 300 John Sloan. Illustration from Mary Alden 
Hopkins, "Women March," Collier% the National 
Weekly 49 (May 18, 1912), p. 13 



gets $6,000 a year, began as a cash girl in that establishment at $3 
a week," noted an optimistic Hartley Davis in 1907/''^ Yet by 
191Z only one in fifteen American families could afford to hire 
domestics and thus relieve the woman of the house of such 
oppressive chores as laundry. Much was written about the 
decline of household help — in number and in quality — at the 
turn of the century, and women often expressed the desire to 
obtain virtually any other type of employment. Sloan, while 
painting A Woman's Work, illustrated a whimsical short story by 
Ralph Bergengren, "The Queen of the Girls," which took up the 
"Servant Girl Question."^^^ In Bergengren's tale the bartender of 
McGinnis's tavern, which sounds suspiciously like McSorley's 
Manhattan bar (see fig. zzz) transplanted to Boston, explains the 
American domestic system to a group of colorful patrons, whom 
he assumes are foreigners unacquainted with national customs. 
"The first thing that happens when a young woman marries is 
that she gets too feeble to do the housework," opines McGinnis, 
"Her husband must hire an unmarried girl to do it for her."^^*^ He 
describes the results of this arrangement: "Theoretically, you hire 
the girl, the girl does the housework, and your wife cultivates 
herself."^^^ The message in this fictional account mirrors the 
subtext of more serious-minded writing in contemporaneous 
journals: American women sought domestic help because they 
wanted more freedom from "woman's work" to pursue "cultiva- 
tion," but self-fulfilling activities might well threaten the estab- 
lished social order. 

Slam was probably correct about the working-class origins of 
the woman in Sloan's Woman's Work, Unlike the ladies who 
resided in stylish, well-to-do homes, hiring servants to do their 
housework while they pursued entertainment or uplifting activi- 
ties, she probably did her laundry by hand, for when Sloan 
painted her, an automated washer at fifteen dollars was still 
beyond the reach of the average factory girl, who worked for 
nine or ten cents an hour, taking sixty hours to earn less than ten 
dollars. The laundress in his painting would still have had to 
resort to elbow grease or simple wringers that required her 
constant intervention not only to start and stop the machine but 
also to add soap and water as well as remove them.^^^ 

The persistent difficulty of household laundry discouraged 
cleanliness, particularly among the poor. As one home econo- 
mist observed in 1913, "Some women have the feeling that 
cleanliness is a condition only for the rich and if one is poor it 
follows as a matter of course that one is dirty." ^^'^ In this context, 
as Ruth Schwartz Cowan has explained, "the laundry that hung 
from many tenement windows was more than just laundry; it 
was a signal and a symbol that the housewife had found the time 
to do the laundry, and that fact might well have meant that the 
fortunes and prospects of the family were improving."^ 

A journal article that Sloan illustrated while painting A 
Woman's Work pointedly addressed the issue of improving the lot 
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of American women. His drawings (see figs. 2.99, 300) accompan- 
ied Mary Alden Hopkins's account of a suffrage march that took 
place in New York on May 4, 1912.^^^ Ten thousand people — 
men as well as women — marched up Fifth Avenue from Wash- 
ington Square toward Carnegie Hall. Hopkins described the 
onlookers, from crude young men downtown who "whet [ted] 
sharp tongues on *Here come the Loidy Boilermaker's Union' " 
or catcalled "Be them dishes washed?" to affluent patrons of 
uptown shops and clubs who greeted marchers with silence — 
sometimes thoughtful, sometimes chilly. One marcher's humble 
assertion that she was "nothing but a married woman" pro- 
voked Hopkins to excoriate a social system that failed to recog- 
nize and recompense woman's work: "Thousands of *just married 
women' — women whom the census classes as dependent females 
because they get no pay envelope of a Saturday night after seven 
days of broiling steak, nicking dishes, running sewing machines, 
and nursing mumpy children — thousands of these industrious 
housekeepers marched in a glory of yellow splendor."^^^ 

These women had much to protest. The great liberating expe- 
rience of the Civil War years, which offered new opportunities 
for satisfying work, had led many women to believe that an en- 
larged role for them was probable in the near future. Yet progress 
in women's rights slowed in subsequent decades, complicated in 
part by the concomitant push for African- American suffrage and 
in part by the conflicting strategies women's groups devised to 
achieve their goals. Although some advances had been made in 
women's rights by the turn of the last century, much remained to 
be accomplished. Common law, which had reduced the status of 
women to that of chattel belonging to their husbands, with no 
legal rights over their own finances or property, had been re- 
dressed in some states by new laws. As late as 1890, however, 
thirty-seven of the then forty-six states denied women control of 
their children except in cases of divorce, when custody was most 
often awarded to mothers. It was not until 1920 that suffrage 
advocates succeeded in winning the vote for women, and then 
only after an extended struggle. 

Nevertheless, women were growing independent, a condition 
perceived as distinctly American. A puzzled Frenchman, Paul 
Bourget, toured the United States in the 1890s, asking, "How 
does it come to pass that the men of this country — so energetic, 
so strong-willed, so dominating — have permitted their wives to 
shake off masculine authority more completely than in any other 
part of the world?'"" "In America," wrote Price CoUins in 1894 
in his comparison of the home scene here and in England, "the 
establishment is carried on with a prime view to the comfort of 
the woman." Marriott- Watson, writing in 1903, believed that 
the American woman had exceeded independence: "she is an- 
archical."^^^ These changes in women's roles were reflected strongly 
in the structure of family life and the child's world, subjects 
interpreted by the painters of modern life. 



In the Hands of Women 



The destiny of the nations lies far more in the hands of 
women — the mothers — than in the hands of those who 
possess power, 

ELIZABETH HARRISON (1895) 

The hand of a woman encloses that of a tiny child in Beaux's 
Ernesta (Child with Nurse) (fig. 301). The artist's niece Ernesta 
Drinker, a toddler at the time this portrait was painted, is the 
composition's focal point. Standing in the center of the canvas, 
Ernesta looks out at us confidently as she grasps the hand of her 
nurse, Mattie, who is cropped at the waist, giving us the child's 
view of her heavily starched apron. Mattie remains a cipher; she 
belongs to a class of women, caretakers of children, who were 
not only underpaid (sixteen dollars a month seems to have been 
the going rate) but also maligned by writers and advisers, who 
condemned "fashionable women" for turning over their pre- 
cious children to "strailgers."^^^ "The average nurse is too often 
narrow-minded, ignorant, and indifferent to aught in the fulfillment 
of her duty save what is absolutely nominated in the bond," 
warned Constance Cary Harrison in 1883 . "Her charges, washed, 
combed, and fed, are abandoned to seek amusement or occupa- 
tion as they may."^^"* During the course of the nineteenth century 
family size decreased markedly, and the care women took with 
their offsprings' upbringing and education increased.^^^ E. S. 
Martin wrote in 1899, "Conscientious parents, be they rich or 
poor, don't want to neglect their children, or turn them over 
entirely to hired supervision. You might as well not have children 
as not live with them and be bothered with them."^^^ 

Beaux's cosmopolitan and somewhat adventurous life as a 
painter in Philadelphia, New York, and, later, Gloucester, Mas- 
sachusetts, was not the obvious choice for a young girl of her 
background. Her mother, who had married a Frenchman, died 
when she was an infant; Beaux grew up in a sheltered environ- 
ment created by her maternal grandmother and aunts. Her fam- 
ily initially opposed her decision to attend the Pennsylvania 
Academy of the Fine Arts and may have disapproved of her 
romantic involvements as well. When her older sister, Aimee, 
married Henry S. Drinker, the brother of Beaux's early art 

instructor. Beaux thought wistfully, "Happy is she Shall I 

ever come to it?"^^^ This sentiment might have applied equally to 
motherhood, which, like marriage, the artist never experienced 
firsthand. Beaux celebrates her sister's mother-and-son relation- 
ship in Les Derniers Jours d'enfance (fig. 302). This Aesthetic 
interior scene borrows heavily from Whistler's Arrangement in 
Gray and Black No. i: Portrait of the Painter's Mother of 1871 
(Musee d'Orsay, Paris). Beaux focuses on the gesture that unites 
Aimee and her child, Harry, noting, "Nearly the highest point of 



THE HOME 291 




Fig. 301 Cecilia Beaux. Ernesta (Child with Nurse), 1894. Oil on canvas, 

50V4 X 38^8 in. (128.3 X 96.8 cm). The Metropolitan Museum of Art, New York, 

Maria DeWitt Jesup Fund, 1965 65.49 
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Fig. 302 Cecilia Beaux. Les Demiers Jours d'enfance, 
ca. 1885. Oil on canvas, 46 x 54 in. (116. 8 x 
137.2 cm). Pennsylvania Academy of the Fine Arts, 
Philadelphia, Gift of Cecilia Drinker Saltonstall 
1989.21 




interest lay in the group of four hands which occupied the very 
centre of the composition, the boy's fingers showing a Uttle dark 
upon the back of the mother's white hand."^^^ Although Beaux 
devotes a similar attention to the supportive and protective 
gesture between Ernesta and her caretaker, the artist's decision 
to show us little of Mattie signals, perhaps, the privileged woman's 
dismissive attitude toward hired help. 

American Impressionists portrayed a fairly narrow, upper- 
middle-class slice of society, frequently their families; their paint- 
ings represent daily life of the few rather than the many. In their 
lives and in the art they created, these painters sought to isolate 
themselves from the forces of change — the influx of immigrants, 
the unpleasantness of urbanization, and the quickened pace of 
modern life.^^^ Like many of the French painters who inspired 
their work, they gave visual expression to the middle-class idea 
that the child was to be nurtured, exonerated from labor and 
protected from other harsh realities of everyday life,^°° Important 
social changes placed a high value on children and the mothers 
who cared for them."^*^^ 

In 1893, when Amelia E. Barr rewrote the cardinal virtues of 
faith, hope, and charity in secular terms for the modern woman, 
she preached, "Family! Country! Humanity! these three, but the 
greatest of these three is Family; and the heart of the family is the 
good mother."^°^ Publications such as the Ladies' Home Journal^ 
estabUshed in 1889, celebrated motherhood, as did child-rearing 
organizations, many of which were marshaled into the Federa- 



tion for Child Study in 1912.^°^ In 1914 the declaration of the 
second Sunday in May as an official Mother's Day further glori- 
fied motherhood. ^^"^ Despite numerous battles for suffrage, eco- 
nomic change, and social reform, the woman's principal role 
remained that of homemaker and, in most cases, mother. "^^^ 

Acknowledgment of the importance and complexity of young- 
sters brought fresh emphasis to the many responsibilities of 
motherhood. "The destiny of the nations lies far more in the 
hands of women — the mothers — than in the hands of those who 
possess power," avowed Elizabeth Harrison of the new recogni- 
tion of feminine influence in 1895.^^^ Women were believed to 
evince a natural "instinct" to love their offspring; in men this 
was considered "a cultivated emotion."^°^ Yet progressive educa- 
tor Mary Stanley Boone explained in 1904, "Everyone will con- 
cede, I am sure, that it is the mother's hand that moulds, but she 

needs preparation for the process The average mother has 

little or no training. "^""^ 

Most middle-class women presided over families later described 
by sociologists as "companionate." Husbands and wives were 
both friends and lovers to each other; children were educated 
and did not engage in wage labor; and parents, while more 
involved than before in the day-to-day nurturing of their chil- 
dren, depended heavily on professional advice from teachers, 
doctors, and others who encountered the child outside of the 
home."^^^ This domestic trend paralleled economic developments 
that moved sources of family income from the family farm to the 
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office or the factory, increasingly specialized locales away from 
the family circle/ 

Although we might suspect that great interest in and respect 
for motherhood and domesticity inspired tranquillity and satis- 
faction in the middle-class home, such was not the case. That 
parents felt the pressure of social change and the new complica- 
tions affecting parental roles is evident in the works of American 
painters of modern life. Fathers are noticeably absent from 
American Impressionist views of the home scene. As often as the 
artists painted their families, they rarely chose to do more than 
hint at their own presence (painting was work too). 

In fact, during the day most workingmen were absent from 
the domestic sphere. As the workplace moved from the rural 
family farm or small-town business to the factory or the urban 
office, men increasingly earned their livings outside the 
home.^" Wives' and mothers' roles had expanded as well as 
changed; responsible not only for managing the household, 
women were also called on to make judgments about behavior, 
manners, decoration, and child rearing — all after considering 
the by then copious recommendations of experts. The recipients 
of more and more attention, children became less and less able to 
participate in this complex adult world. "^^"^ 

Children were no longer viewed as inherently depraved and 
sinful — the Enlightenment had relieved families of that burden .^^^ 
But the recognition that children were eminently trainable im- 
posed new obligations on their parents, especially their mothers. 
Faced with Darwinian theories, writers on child rearing, such as 
Charlotte Perkins Gilman and William J. Shearer, acknowledged 
the role of heredity but maintained that children could be posi- 
tively influenced by nurturing. ^^"^ "How to manage young chil- 
dren," pondered one writer on the subject of motherhood in 
1893, as she catalogued the range of maternal responsibilities: 
"how to strengthen them physically; how to best awaken their 
intellects, engage their affections and win their confidence; how 
to make the home the sweetest spot on earth, a place of love, 
order and repose, a temple of purity where innocence is re- 
spected, and where no one is permitted to talk of indecent 
subjects or to read indecent books; these are the duties of a good 
mother: and her position, if so filled, is one of dignity and grave 
importance." ^ Ideas of this kind encouraged middle-class women 
to create sanctuaries for their children within their homes and, as 
their sphere of influence spread beyond the domestic realm, to 
seek social reforms that would inspire moral improvement among 
the population at large. Increased activism for protecting chil- 
dren from labor and abuse also grew out of these sentiments.^^^ 
By 1903, for example, one writer recognized "the vital connec- 
tion" between conditions in the factories where children worked 
and "every home into which ready-made garments enter."^^^ 

Cassatt's Bath (fig. 303) studies the intimate mother-child 
relationship. Like Beaux an educated and wealthy woman artist 



who never married or had children, Cassatt often chose a mater- 
nal theme for her paintings and prints. Utilizing a bird's-eye 
perspective, Cassatt here fills the canvas with the seated woman 
and the child in her lap, establishing an enclosed and very private 
space for the act of bathing. The tender bond between the 
mother and child is suggested by their poses — the mother's arm 
around the child's waist, the child's hand resting on the mother's 
knee, and, in a gesture of affection, the mother holding the 
child's foot. The adult model could, of course, be a servant, but 
her rather elegant striped dress and the similarities of coloring 
between her and the child — underscored by the placement of 
their heads side by side, their dark hair and brows, rosy cheeks, 
and pink lips aligned to invite comparison — reinforce the notion 
that this is a mother. She is, moreover, a mother involved in the 
most routine aspects of the physical care of her (^hild. In Mother 
About to Wash Her Sleepy Child (fig. 304) Cassatt once again 
expresses intimacy and tenderness through fornlal devices. The 
upright chairback and striped wallpaper behind the figures block 
our view into the distance and draw our attention to the fore- 
ground. Cassatt places the basin, the mother's hand, and the 
child's awkwardly splayed legs close to the picture plane and to 
us, thereby including us in this personal scene. No sentimental- 
ized child, this flesh-and-blood toddler slumps iti its mother's 
lap, a less than willing recipient of her ministrations. 

Few American Impressionist painters concentrated on the 
mundane activities that appear in Cassatt's images of mothers 
and children. Many focused instead on children's play,^^** a topic 
that engendered much discussion at the turn of the century 
among parents, educators, physicians, and scientists, who recog- 
nized its developmental value. As E. A. Kirkpatrick, a professor 
at a Massachusetts school, observed in 1899, "Taking into ac- 
count the importance of play in animal life and the physical, 
mental, social, and moral development that the child gets in this 
his most intense form of activity, there is good reason for claim- 
ing that children's plays do at least as much to bring out their 
latent capabilities and prepare them for life as their school 
training,"^^^ 

In the decades following the Civil War a growing number of 
toys, games, and books, many of them relatively inexpensive, 
became available for the entertainment of middle-class young- 
sters. Children's literature assumed a lighter tone, emphasizing 
enjoyment over moral enlightenment. Miniaturized household 
goods, among them small-scale furniture and dishes, became 
increasingly commonplace toys. More popular, too, was the 
nursery, the area in larger middle-class homes where young 
children slept and played. 

Childhood energy was channeled away from bad influences to 
pleasant, productive recreational alternatives through the efforts 
of Mariana Van Rensselaer and others. The growth of child 
study and reforms of school curricula — including the creation of 
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Fig. 304 Mary Cassatt. Mother About to Wash Her Sleepy Child, 1880. Oil on 
canvas, 39'/i x 253/4 in. (100.3 x 65.4 cm). Los Angeles County Museum of Art, 
Mrs. Fred Hathaway Bixby Bequest M6Z.8.14 
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kindergarten classes and other programs inspired by the new 
sense that education should encompass the body and soul as well 
as the mind of a child — encouraged recreation/"^^ Physical train- 
ing was added to the school day, and organized play in vacation 
schools and in new open-air playgrounds was scheduled for the 
summer months. Access to even the most modest outdoor play- 
ground was considered therapeutic to any child who used it and, 
by extension, to society as a whole. "^^^ Visiting one playground on 
the Lower East Side of New York, Van Rensselaer described both 
its shortcomings and its value: "It was pitiful to think that this 
was the best that the beautiful word 'outdoors' could mean to so 
many thousands — just a big, dusty, open space without a flower 
or a leaf of green. But it was delightful to think that this at least, 
instead of nothing whatsoever, had been given them — a place of 
their own, a place to help them to grow happier and better in 
ways that no school-house, no church, and very surely no court 
and jail, could ever accomplish.'"^'^'^ Parents were urged to seek 
out summer resorts that would provide wholesome activities for 
children — hotels with facilities in which children could be enter- 
tained and enlightened — and to spend time with them engaged 
in nature study, reading and telling stories, and sports and other 
pastimes. Commentators also urged a thoughtful balance 
between play and work, even for children on summer vacation, 
when "a Httle work — if only half an hour — spent at something 
in the line of duty or service strengthens the moral fiber,"^^^ 

Daily recreation for the middle-class American child usually 
took place under the protective eye of a parent or caretaker or 
within the safe haven of a domestic space. Although these chil- 
dren were granted some freedom for exercise, exploration, and 
adventure, they were to remain within the confines of well-defined 
and carefully supervised areas. Some of WiUiam Merritt Chase's 
plein air paintings of Central and Prospect parks illustrate this 
practice.^^^ In Chase's Lake for Miniature Yachts (fig. 140) the 
children who sail toy boats are watched by adults seated on the 
benches at the pond's edge. As viewers we join this group of 
onlookers, perhaps as caretakers for the closest children, who 
launch a boat, its white sails and American flag fluttering in the 
breeze. The children's isolation, heightened by a nearly empty 
foreground, underscores their need for supervision. Separated 
from the harsh realities of everyday urban life, they are preoccu- 
pied with charming toys that recall adult tasks and pursuits yet 
emphasize the innocence of a privileged childhood."^^^ The out-of- 
town equivalent of this urban park scene can be found in Chase's 
Shinnecock landscapes, in which children relax on stretches of 
sand or in groves of scrub pines and bayberry bushes populated 
by attentive friends and family. 

Chase depicted his own children at play within his home and 
studio, showing us that middle-class children, once regular con- 
tributors to the family economy, were now excused from this 
obligation. Ring Toss (fig. 305) is set in the painter's studio. 



Chase's daughters play a parlor game advertised at the turn of 
the century as **being perfectly harmless to the wall or furniture" 
when played indoors (see fig. 306). These hoops are fashioned of 
rattan and then "wound with fancy colored webbing" so that 
they are far less dangerous missiles than the metal and wooden 
hoops sometimes used. To make room for the children, Chase 
has rolled aside an easel containing a framed picture and turned 
around a large stretched canvas to face the wall. We see only the 
blank back of the canvas and its stretcher, which Chase has 
signed, marking his presence nearby. The viewer, like the artist, 
stands just outside the picture's frame, a spectator rather than a 
participant in the game. Although the girl who is about to throw 
her ring seems engrossed in the effort, her companions are not. 
One bends down to pick up a ring while the other expresses 
disinterest or distraction — perhaps because all the rings in play 
are the same rather large size and therefore easily tossed atop 
the pointed stick. When Chase's friend Clarence H. White made 
a Pictorialist photograph of the same theme in 1899 (fig. 307), 
he undoubtedly used Chase's image as his model. 

At first glance the enclosed space in Sloan's Backyards, Green- 
wich Village (fig. 308) seems a far cry from the large studio 
where Chase's children played; a graphic comparison of floor 
plans published by journalist-photographer Jacob A. Riis in The 
Battle with the Slum of 1902 (fig. 309), however, establishes the 
relative spaciousness of this urban backyard. It certainly offers 
far more light and air to its building's inhabitants than did the 
most densely packed tenements, which provided only "the air 
shaft — first concession to tenant."^^^ Sloan's scene presents an 
episode of child's play outdoors in the prosperous middle-class 
neighborhood visible from his studio loft on Sixth Avenue. At 
the time Sloan worked there, Greenwich Village housed an ex- 
tremely diverse population: a diminishing number of New York's 
elite; the students and teachers of New York University; aspiring 
young writers and artists who occupied rooming houses in for- 
mer single- family residences; comfortable middle-class families, 
many of them second-generation Irish; and a huge number of 
newly arrived immigrants, mainly Italians.^' ^ Sloan celebrated 
Greenwich Village's social mixture and its distinction from other 
neighborhoods in the city. In 19 16 he and some friends, including 
Marcel Duchamp, climbed Washington Arch, where they play- 
fully shot cap pistols and announced that the community was a 
"free Republic, Independent of Uptown."^^^ 

Sloan recalled that Backyards "was painted from memory 
after careful observance."^^"^ Here the children play beneath a 
canopy of hanging laundry, an offhand suggestion of adult re- 
sponsibilities awaiting these carefree souls. Conifortably dressed 
in warm hats and coats, two children put the finishing touches 
on a snowman. Only the sleek cat stretched atop a snowdrift 
seems interested in their activities. No adult supervision is evi- 
dent, yet these children play in a secure, enclosed environment. 
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Fig. 306 Selchow and Righter, Wholesale Catalogue, 
Games and Home Amusements (Jersey City, New 
Jersey, October i, 1888), p. 36 
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Fig. 307 Clarence H. White. Ring Toss, 1899. 
Photograph, yVs x 5^/2 in. (18. i x 14 cm). The 
MetropoHtan Museum of Art, New York, Alfred 
Stieglitz Collection, 1933 33-43-303 
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Fig. 308 John Sloan. Backyards, Greenwich Village^ 19 14. Oil on canvas, 
z6 X 32 in. (66 x 81.3 cm). Whitney Museum of American Art, New York, 
Purchase 36.153 
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Although the children Sloan has shown us in Backyards are 
firmly middle class, the Realists frequently portrayed poorer 
youngsters, many of them immigrants, who were less protected 
and lived less pleasantly than their contemporaries. These were 
children whose families were organized along an old-fashioned 
model of cooperative interdependence, with individuals expected 
to place the good of the family ahead of their own interests — 
including education, marriage, or personal material comfort/^ ^ 
The labors of these youngsters, who had to contribute to the 
financial welfare of their families, were described by Riis as he 
photographed them for The Children of the Poor in 1892 (see 
fig. 310) : "Of Susie's hundred little companions in the alley — 
playmates they could scarcely be called — some made artificial 
flowers, some paper-boxes, while the boys earned money at 
*shinin' ' or selling newspapers. The smaller girls 'minded the 
baby,' so leaving mother free to work.'"^^^ 

The New York experienced by children of the poor is dramati- 
cally represented by Bellows's Cliff Dwellers (fig. 176) .^^'^ In 
nearly every aspect it is the Realist analogue for Chase's Impres- 
sionist views of more advantaged children at leisure in Central 
Park, a spot that Bellows, as Chase's student, knew well.^^^ As 
Riis was quick to tell his readers about Ufe among the poorer 




Fig. 309 Floor plan of tenements, from Jacob A. Riis, 
The Battle with the Slum (New York, 1902), following 
p. 149 




Fig. 3 10 Jacob A. Riis . Minding the Baby, Cherry Hill, 
n.d. Photograph. Museum of the City of New York, 
The Jacob A. Riis Collection 187 

classes, "The street has to do for [their] playground. There is no 
other. Central Park is miles away."^^^ The serene security of 
Chase's park scenes has been replaced by chaos: scantily clad 
children sit, not on cool, soft grass but on scorching pavement; 
in the lower left corner a group of boys plays leapfrog danger- 
ously close to the street, where pushcarts and trolleys rumble by, 
peddlers hawk their wares, and a vast sea of humanity makes its 
way in and out of tenement buildings. ^'^^ In 1892 John H. Finley 
offered a passionate account of the conditions experienced by 
children such as these, describing "the overcrowding, the literal 
packing, of population in these great foul dwellings.'"^"*' Clearly 
out of the sanctuary of the home, these children command the 
public street. Irving Howe, a former Lower East Side street 
urchin, recalled: "The streets were ours. Everyplace else — home, 
school, shop — belonged to the grownups. But the streets 
belonged to us.'"-^"^ 

Is anyone watching or protecting the children Bellows has 
painted P^"^^ A little mother lifts her infant charge aloft, but no one 
notices her or her ward. To her right a red-haired woman leans 
sharply over a small, barefoot boy and shakes her finger at him. 
The other women seem present in body but not in mind or will; 
reformers such as Lilian Brandt lamented the neglect of house- 
hold responsibilities by tenement dwellers, noting that "there are 
always women to be seen gazing out of the windows, sitting on 
the steps, and standing on the sidewalks, engaged in no more 
fruitful activity than an interchange of ideas. "^"^"^ 

Bellows's public would find itself discommoded by images of 
slum children. His painting Kids (fig. 311) shows the powerful 
influence of Henri, who became his teacher in 1904.^"*^ Art writer 
Izola Forrester, during a visit in 1906 to Henri's composition 
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Fig. 311 George Bellows. Kids, 1906. Oil on canvas, 32x42 in. 
(81.3 X 106.7 cm). Coileaion of Rita and Daniel Fraad 
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class at the New York School of Art, where Bellows was a stu- 
dent, remarked that in the class pupils represented "Manhattan 
everyday life . . . not idealized and worked up into unnatural 
'effect' but truthfully and powerfully and without flattery." ^'♦^ 
Bellows's choice of the title Kids is suggestive, for this slang term 
was reserved for the streetwise children of working-class parents. ^"^^ 
Use of the word increased during the nineteenth century, connot- 
ing at times avaricious thieves, conniving cheats, or mischievous, 
teasing monkeys.^'^^ 

Kids does not flatter its youthful models. Eleven children are 
assembled on a street or in an alley that Riis might have decried. 
These children seem to be engaged in activities that are at best 
impolite and at worst dangerous. The group at the left, although 
gathered around a baby carriage, engages in rough-and-tumble 
behavior. The action in the foreground is not entirely clear. Two 
girls rush to help the fallen girl whose stocking has dropped 
indecorously below her knee. Their unkempt clothes suggest 
poor circumstances: one is hatless and the other wears a coat 
that looks outgrown, her pink dress hanging several inches below 
its hem. A boy sporting a cap reaches boldly into a shopping bag 
the fallen child may have dropped. Are these well-intentioned 
Good Samaritans, or are they accomplices to a theft? At the right 
the blond girl in white, who appears to be holding a child bound 
in the shawl tied about her waist, assumes the mother's role — 
"minding the baby," as Riis might have put it."^"^^ The best dressed 
of the children, she is a foil to the two boys she faces; one of them 
puffs happily on a cigarette. Bellows's slashing brushwork 
makes it difficult to determine whether the child seated atop a 
ledge to the left of the steps is sucking its thumb or picking its 
nose. Unattended, these kids reflect the lack of both supervision 
and family structure experienced by less fortunate children. 

And there is much here to worry the reformers of the period. 
The likes of Bellows's immigrant children caused native- born 
Americans to fear that the traditions they esteemed were threatened 
by the unfamiliar practices of new arrivals who flooded into the 
United States.^^^ Gathered not in a park, a school, or a playground, 
the children Bellows shows are on the street, with no team sports 
or organized play of any kind that might transform them through 
supervision, education, and effort from cunning immigrants to 
hardworking Americans."^^^ A report of the University Settlement 
described such street settings as "free field[s] in which the most 
evil and corrupting influence may work against the community."^^^ 

Settlement houses offered a clear alternative to the street life 
seen in Kids, A 1915 view of the entrance to the Henry Street 
Settlement (fig. 312), founded in 1895 by midwesterner LiUian D. 
Wald, shows several adults together on the sidewalk. One woman 
watches over a toddler and an infant in the ubiquitous baby 
carriage, while a group of clean and relatively well-behaved 
children sits on the settlement steps, perhaps waiting for yet 
another enlightening class. The seemingly simple facade belies 
the significance of the site and its history.^^^ 




Fig. 312 Abraham Phillips. Frontispiece, 191 5, Lillian 
D. Wald, The House on Henry Street (New York, 
1935) 

As slang, the title Kids conveys a message that becomes even 
more strident in Bellow's epic Forty-two Kids (fig. 313) and 
River Rats of 1906 (Private collection, Washington, C.G.).^^"^ In 
these paintings, poses and gestures — as well as cartoonish faces — 
highUght the psychological complexity of the children. Bellows 
took up a similar theme in such roughly contemporaneous por- 
traits as Frankie the Organ Boy of 1907 (Nelson- Atkins Museum 
of Art, Kansas Gity, Missouri) and Paddy Flannigan (fig. 314). 
These models are neither sweet nor sentimentalized; they are sly, 
sensual, and capable of exceeding the conventional boundaries 
of behavior so clearly defined for middle-class children. 

As can be seen in Kids and Forty-two Kids, Bellows often 
exaggerated the facial expressions of his figures to the point of 
caricature, much in the vein of Daumier, whose lithographs he 
and his teacher Henri admired."^^^ In fact, the spontaneity, re- 
duced modeling, and summary brushwork of Bellows's paintings 
tie him not only to a long tradition of nineteenth-century carica- 
ture but also to the French Impressionists, who employed aspects 
of the graphic arts in their paintings, challenging the established 
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Fig. 313 George Bellows. Forty-Two Kidsy 1907. 
Oil on canvas, ^zVs x 6oV^ in. (107.6 x 15 3 cm). 
Corcoran Gallery of Art, Washington, D.C., 
Museum purchase, William A, Clark Fund 31.12 




Fig. 314 George Bellows. Paddy Flanmgarty 1908. 
Oil on canvas, 30V<t x 25^/4 in. (76,8 x 64.1 cm). 
Collection of Erving and Joyce Wolf 



Standards of academic practice. Moving beyond the relative 
restraint of the American Impressionists, Bellows used amor- 
phous brushwork that had a life of its own, separate from the 
forms it was intended to represent. 

Despite the differences that separated them from the Ameri- 
can Impressionists, Bellows and other Realists held to a sense of 
optimism. Although the American Impressionists created euphe- 
mistic images by choosing well-cared-for, middle-class models, 
their Realist successors achieved a similarly positive effect by 
different means: their neglected and deprived lower-class sub- 
jects may have had to work, but the artists painted them in 
energetic moments of leisure. 

The Most and the Best from Music 

Home is the best place on earth, and therefore it deserves 
the best that earth can offer. On the home rest Church and 

State, society and the Nation How can the home get 

the most and the best from music? 

J.W. CHICKERING (1894) 

/ bless that organ-man — a very Orpheus in hell! I bless his 
music. I stand in that foul street where the blessed sun 
shines, and where the music is playing; I give the man a 
penny to prolong the happiness of those poor people, of 
those hungry, pale, and ragged children, 

REV. HUGH REGINALD HAWEIS (1872) 



304 THE HOME 



In an age before recorded music, public and private concerts 
were supplemented by amateur music performed at home. "The 
family circle which has learned three or four instruments, the 
brothers who can sing part songs, are to be envied," pronounced 
Mary EUzabeth Sherwood in i88i. "They can never suffer from a 
dull evening/'^^^ Theodore Robinson's Af^/7^P/<3wo (fig. 315) and 
Luks's Spielers (fig. 318) both take up the theme of music, each 
representing the focus of its own generation of American painters. ^ ^ ^ 

Robinson lets us share a private moment. His model sits 
before a parlor grand piano, probably in her home; the pianist is 
self-absorbed, lost in her music.^^^ Her loose-fitting wrapper or 
peignoir — an informal garment suitable only for home wear — 
has fallen open, revealing the darker skirt beneath it.^^° She seems 
to have sat down to play before completing her toilette and 
beginning the day's more public activities. The refined setting 
and the substantial piano suggest that she is a middle-class 
woman with the leisure time to pursue her own interests, music 
among them. 

By the late nineteenth century the piano was a commonplace 
furnishing for parlors here and abroad. Its presence reflected 
the desire for cultural accomplishment on the part of the lady of 
the house. As piano manufacturer J. W, Chickering elaborated 
in 1894, "Home is the best place on earth, and therefore it de- 
serves the best that earth can offer. On the home rest Church and 

State, society and the Nation We all recognize literature, art, 

and music as essential elements of true culture. How can the 
home get the most and the best from music?'"^^^ The introduction 
in 1897 of the home player piano, with its mechanized melodies, 
only somewhat lessened the piano's claim to cultural prestige. "^^"^ 

Pianos and piano players increasingly made their way into 
American paintings, often in images such as Charles Ulrich's 
Moment Musicale (fig. 316), in which the instrument is covered 
with bric-a-brac and surrounded by reminders of the Orient, 
among them a Chinese plant stand and a Japanese vase awaiting 
a decorative floral arrangement. Robinson's composition is 
more spare. Only a pot of flowers, casually placed beside the 
bulbous piano leg, enlivens the bare polished floor; his pianist 
and her instrument are locked in a grid of geometric moldings. 
Acknowledging the austerity of his work, Robinson wrote, "My 
painting is good as far as it goes but I have confused simplicity 
with other qualities and it is apt to be rather poor, not full or rich 
enough in vocabulary, like my writing. Good Monets have an ex- 
traordinary 'fullness' together with no lack of simpHcity . . . and 
restraint." Robinson's inspiration for the picture's sober pal- 
ette was certainly not found in the paintings of his French 
mentor; perhaps it was Whistler's At the Piano (fig. 317), which 
he may have known. 

Far less dignified than these piano pictures, Luks's Spielers 
portrays two working-class children dancing frenetically. Luks 
has allied himself with a very different set of precedents — the 



Frenchman Daumier, even the Spaniard Goya, both artists who 
used exaggeration to heighten the expressiveness of their figures. 
The demeanor of the dancers, particularly the fetching gaze of 
the redheaded girl on the left, suggests that this scene occurs in a 
pubHc place and that there are onlookers (see fig. 319). Any 
music to which they dance is far less restrained than that emanat- 
ing from Robinson's piano, and its source lies well outside the 
picture frame. 

By 1907 The Spielers had acquired the additional title East Side 
Children Dancing to Hand-Organ Music, which conveyed a 
distinct impression to the viewer.^^^ These girls are probably 
impoverished immigrants, denizens of the Lower East Side, an 
area of New York teeming with recently arrived Europeans. 
Writing about Luks's career in 1907, only two years after The 
Spielers was painted, John Spargo either drew information from 
Luks himself about the picture or embellished his own interpre- 
tation of the canvas. In describing Luks's attitude toward the 
dancing girls and the unseen organ-grinder whose unheard music 
lends such a hurdy-gurdy air to the scene, Spargo surmised that 
"down on the East Side he sees two little maidens, waltzing on 
the sidewalk to the tune ground out by an Italian organ-grinder, 
and again his spirit is like that of Dickens. The little blonde 
German maiden with the wonderful hair that floats in the breeze, 
and the demure little daughter of Erin with the thick mass of red 
hair, dancing together, would have gladdened Dickens."^^^ The 
barrel organ that presumably accompanies the spielers is a vul- 
gar but rather popular instrument cranked by street musicians, 
frequently men of unsavory reputation. 

A portable version of mechanical organs used in church and 
chamber, the barrel organ first appeared in Italy in the eighteenth 
century but had become commonplace in Europe and America by 
the nineteenth century, as seen in Daumier's UOrgue de Barbarie 
(fig. 320).^^° It is composed of a wooden case — often inlaid, 
carved, or otherwise flamboyantly decorated — that contains a 
powerful bellows, a barrel, a chest, and a rack or more of pipes. 
Following the Italian economic woes of the 1860s and 1870s, the 
instrument gained wider use (and strong associations with its 
country of origin) as Italian makers of barrel organs settled 
elsewhere and continued to produce instruments that were sold 
or rented to their fellow countrymen, who used them to earn 
a living on the street. 

Street musicians were held in low esteem not only because 
their racket was offensive and difficult to escape but also because 
they were considered musicians for the masses. One British 
writer, Rev. Hugh Reginald Haweis, cautioned his readers in 
1872 about abolishing street entertainment provided by London 
organ-grinders on the grounds that they were admired by the 
servant class. Instead of condemning the organ-grinder, Haweis 
advocated generosity to him and to his needy audience: "I bless 
that organ-man — a very Orpheus in hell! I bless his music. I 
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Fig. 315 Theodore Robinson. At the Piano, 1887. Oil on canvas, 16 Vz x 25^4 in. 
(41-9 X 64.1 cm). National Museum of American Art, Smithsonian Institution, 
Washington, D.C., Gift of John Gellatly 1929.6.90 
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Fig. 318 George Luks. The Spielers, 1905. Oil on canvas, j6Vsx 26^4 in. 
(91.8 X 66.7 cm), Addison Gallery of American Art, Phillips Academy, Andover, 
Massachusetts, gift of anonymous donor 193 1.9 
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Fig. 319 Oscar Maurer. Tiny Italian Girls Dance to Tunes Played 
by the Organ Man, from Edith Davids, "The Kindergarten of the 
Streets,*' Everybody's Magazine 9 (July 1903), p. 67 

Stand in that foul street where the blessed sun shines, and where 
the music is playing; I give the man a penny to prolong the 
happiness of those poor people, of those hungry, pale, and 
ragged children.'"^''^ Such street musicians have been described 
alternately as romantics or rogues — in neither case the sort of 
companions reformers would have sought for impressionable 
children.^^^ 

In The Spielers (fig. 318) Luks has edited out the organ-grinder 
to concentrate on the animated dancers. The painting has long been 
titled with a word of German derivation meaning "dancers," 
implying that the girls depicted are recent European arrivals who 
would have described their actions in their native tongue. At the 
time spieling also had a more specific meaning, denoting a type 
of dancing, sometimes called "pivoting," that was extremely 
popular among the working class in the 1890s and early 1900s. ^'^^ 
This dancing style, practiced in lower-class commercial dance 
halls, has recently been called "a loose parody of the fast waltz.""^^"* 
Unlike the waltz, which limited contact between members of the 
opposite sex because the dance required skill and restraint, 
spieling bordered on the unacceptable. Clasped together, couples 
revolved wildly, their bodily contact promoting familiarity and 
even sexual excitement. ""^^ In 1896 Julian Ralph watched a couple 
spieling at Coney Island: "Julia stands erect, with her body as 
rigid as a poker and with her left arm straight out from her 
shoulder like an upraised pumphandle. Barney slouches up to 
her, and bends his back so that he can put his chin on one of 
Julia's shoulders and she can do the same by him. Then instead 
of dancing with a free, lissome, graceful, gliding step, they pivot 
or spin, around and around with the smallest circle that can be 
drawn around them."^^^ 

Luks's audience would have been well aware of this scandal- 



ous dance rage. Although the painter's message was toned down 
by his choice of young girls not yet adolescents rather than a 
heterosexual couple more likely to experience sexual stirrings, its 
content was quite clear. These were children whose dancing (and 
other behavior) was out of line. Nonetheless, the painting was 
perceived in extremely positive terms. As John Cournos, writing 
as early as 1915, described the work and its subject, "It is a 
joyous canvas, a picture to live with. For all their ragged attire, 
the two little maidens, locking their hands together, are as happy 
as princesses."^^^ 

Here, as in many other instances, the Realists drew subjects 
from a wider spectrum of society than did the American Impres- 
sionists, showing immigrants and working-class people rather 
than the established middle class and placing their models in 
more public settings, such as the street or dance hall rather than 
the private parlor. Yet in their presentation, the Realists display a 
potent optimism more often associated with their genteel prede- 
cessors than themselves. These two groups of artists, separated 
by a generation and swept into the increasingly tumultuous 
current of social change, reflect remarkably consistent attitudes 
toward American life — attitudes inflected not only by optimism 
but also by euphemism, nationalism, and nostalgia. 




Fig. 3Z0 Honore Daumier. L'Orgue de Barbarie, ca. 1858-60. 
Crayon, ink, and watercolor on paper, 133/8 x lo'/j in. (34 x 26 cm). 
Musee des Beaux Arts de la Ville de Paris, Petit Palais, Paris 
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Passionate Spectators 

' See, for example, Bennard B. Perlman, The Im- 
mortal Eight: American Fainting from Eakins to 
the Armory Show (iSjo-i^i^) (New York, 1962); 
Donelson F. Hoopes, The American Impressionists 
(New York, 1972); Richard J. Boyle, American 
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New York: Macbeth Galleries, 1908), which 
included Prendergast, Davies, and Lawson, along 
with Glackens, Henri, Luks, Shinn, and Sloan; 
and Elizabeth Milroy, Painters of a New Cen- 
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^ Cahill and Barr, Art in America in Modem Times^ 
p. 31. 
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pp. 163-217. 
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and Van Wyck Brooks, The Confident Years, 
188S-191J (New York, 1952). 
^ William M. Chase, "The Import of Art: An 
Interview with Walter Pach," Outlook 95 (June 
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sponse, dated "Chelsea, June, 1867," appeared 
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Series Paintings (exh. cat., Dallas: Dallas Museum 
of Art, 1992). 

The interpretive directions in American art his- 
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County Museum of Art, 1988); Zurier, "Picturing 
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vania Academy of the Fine Arts, 1989), p. 181. 
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suicide and divorce. 
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Lisa N. Peters, "Images of the Homeless in Amer- 
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cat.. New York: Museum of the City of New 
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ing: Patronage of the First American Impression- 
ists," Wadsworth Atheneum Collectors* Council, 
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H. Gerdts, "Collectors of American Impression- 
ism," in William H. Gerdts, Masterworks of 
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(exh. cat., Alexandria, Va.: Art Services Interna- 
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ica (New York, 199 1), p. 17. For the extent of 
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Waters, Primers for Prudery: Sexual Advice to 
Victorian America (Englewood Cliffs, N.J., 1974); 
and Ruth Rosen, The Lost Sisterhood: Prostitu- 
tion in America, 1900-1918 (Baltimore, 1982). 
American moral reform movements, which reflect 
the widespread nature of prostitution, are re- 
viewed in David J. Pivar, Purity Crusade: Sexual 
Morality and Social Control, 1868-1900 (West- 
port, Conn., 1973). John D'Emilio and Estelle B. 
Freedman, Intimate Matters: A History of Sexu- 
ality in America (New York, 1988), pp. 208-15, 
describes early twentieth-century efforts to curb 
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" "New York the Beauty City: Hassam Declares 
That Paris and London Have Nothing to Com- 
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New York Sun, Feb. 23, 191 3, Sunday magazine 
(section 4), p. 16. 
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coming catalogue of the American paintings col- 
lection of The Brooklyn Museum. 

^3 James A. McNeill Whistler, 'Ten O'Clock" (1885; 
Portland, Maine, 1916), pp. 13-14. Donelson F. 
Hoopes invoked this passage from Whistler in 
connection with Hassam 's Late Afternoon, New 
York: Winter in Donelson F. Hoopes, Childe 
Hassam (New York, 1979), p. 54. 
Closely related to this painting is Henri's New 
York Street in Winter, also dated 1902 (National 
Gallery of Art, Washington, D.C.), which com- 
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N.y.C.J: An Idea of City in Snow Effect," Yale 
University Art Gallery Bulletin 39 (Winter 1986), 
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^5 Henri, Art Spirit, p. 85. 
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which represented innovation in rotating the 
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Madison Square Garden, looks up Broadway 
from South to North, passes the Fifth Avenue 
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quoted in Carruth, Encyclopedia of American 
Facts and Dates, p. 393. 
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Brunswick, N.J., New York, and London, 1978), 
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that Henri depicted appear in "Fifty-seventh 
Street: New York City's Rue de la Paix," New 
York Tribune, Dec. 2, 1923, section 7, p. i (pho- 
tograph taken in 1923); and WiUiam R. De Plata, 
Tell It from Calvary (New York, 1972), p. 30 
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Ashcan View of Gotham," in New York, N.V. 
(New York, 1968), p. 75, claims incorrectly that 
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Tell It from Calvary, pp. 53-59. 

"New York City's Rue de la Paix," pp. 13-20. 
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Henri had a studio in the Sherwood Building at 
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in New York, see Alan Trachtenberg, "Image and 
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Journal of Urban History 10 (Aug. 1984), pp. 
453-64. 
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vestigial Luminism produced a cautious and 
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posed in H. Barbara Weinberg, "Robert Reid: 
'Academic Impressionist,' " Archives of American 
Art Journal 15, no. i {1975), pp. 2— 11, and 
expanded in H. Barbara Weinberg, "American 
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Magazine 55 (Nov. 1980), pp. 160-65. 
^ 5 Robert Henri, "The New York Exhibition of 
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p. 167. 
Ibid., p. 161. 
Ibid., p. 162. 
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Jefferson C. Harrison, The Chrysler Museum: 
Handbook of the European and American 
Collections: Selected Paintings, Sculpture, and 
Drawings (Norfolk, Va., 1991), p. 149. 
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^° We are grateful to Chris P. Giftos, Coordinator, 
Great Hall and Plaza, and Manager for Special 
Events, Metropolitan Museum, for identifying 
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John Sloan, Diary, Mar. z8, 1907, quoted 
in Bruce St. John, ed,,John Sloan's New York 
Scene from the Diaries, Notes, and Correspon- 
dence, 1906-191^ (New York, 1965), p. 116. 
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Harper's Weekly 49 (Apr. zz, 1905), p. 567. 
Sloan, Diary, Apr. i, Mar. 31, 1907, quoted in St. 
John, John Sloan's New York Scene, pp. 116-17. 

Charles Baudelaire, "Le Peintrc de la vie modeme" 
(1863), in The Painter of Modern Life and Other 
Essays, trans. Jonathan Mayne (London, 1964), 
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pp. 33-37). 
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Boulanger, Lefebvre, and Bouguereau — provided 
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ican painters, hundreds of whom studied there, 
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there under Boulanger and Lefebvre. 
'♦^ Autobiographical notes by H. Siddons Mowbray, 
provided to DeWitt McClellan Lockman, Dec. 
1925, Lockman Papers, New- York Historical 
Society (Archives of American Art, DeWitt 
McClellan Lockman Papers [microfilm, reels 
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'♦^ George Moore, Confessions of a Young Man 
(1886), quoted in Hans Huth, "Impressionism 
Comes to America," Gazette des Beaux-Arts, 
ser. 6, 29 (Apr. 1946), p. 225. Bouguereau 
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in the face of the bewildering new urban-industrial 
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"The American Expatriate Painters of the French 
Peasantry, 1863 -1893" (Ph.D. diss.. University 
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For a summary of the early American response to 
French Impressionism, see Gerdts, American 
Impressionism (1984), pp. 48-53. Still helpful 
earlier summaries of this subject include Huth, 
"Impressionism Comes to America," pp. 225-52; 
Dianne H. Pilgrim, American Impressionist and 
Realist Paintings and Drawings from the Collec- 
tion of Mr. and Mrs. Raymond J. Horowitz, 
intro. John K. Howat (exh. cat., New York: The 
Metropolitan Museum of Art, 1973); and H. 
Wayne Morgan, New Muses: Art in American 
Culture, 186J-1920 (Norman, Okla., 1978), 
pp. 112-44. 

Henry James, Jr., "Parisian Festivity," Letter to 
the New York Tribune, Paris, Apr. 22, 1876, 
quoted in Henry James, Parisian Sketches: Let- 
ters to the New York Tribune, i8yj-i8y6, ed. 
Leon Edel and Use Dusoir Lind (New York, 
1957)* p. 131. 

See John Moran, "The American Water-Colour 
Society's Exhibition," Art Journal (New York) 4 
(1878), p. 92; "The Old Cabinet," Century 15 
(Apr. 1878), pp. 888-89; and L. Lejeune, "The 
Impressionist School of Painting," Lippincott's 
Magazine 24 (Dec. 1879), pp. 720-27. All three 
articles are cited in Gerdts, American Impres- 
sionism (1984), p. 49. 

"Manet and Zola," Art Interchange 3 (Dec. 10, 
1879), pp. lOO-IOI. 
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Arts, ser. 6, no. 97 (Mar. 1981), pp. 125-29. 
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Maureen C. O'Brien, In Support of Liberty: 
European Paintings at the 1883 Pedestal Fund 
Art Loan Exhibition (exh. cat., Southampton, 
N.Y,: Parrish Art Museum, 1986). 



The exhibition opened in March at the American 
Art Association, a commercial gallery; by public 
demand it was enlarged and transferred to the 
National Academy of Design in May. The cata- 
logue for this exhibition includes critical com- 
mentary, much of it translated from French into 
English. See Works in Oil and Pastel by the 
Impressionists of Paris (exh. cat., New York: 
American Art Association, 1886); and Special 
Exhibition: Works in Oil and Pastel by the 
Impressionists of Paris (exh. cat.. New York: 
National Academy of Design, 1886). 
"The Fine Arts: The French Impressionists,** 
Critic, n.s. 5, no. 120 (Apr. 17, 1886), 
p. 195. 

The success of the 1886 exhibition encouraged 
Durand-Ruel to hold a second — but far more 
conservative — display the following year. See 
Catalogue of Celebrated Paintings by Great French 
Masters Brought to This Country from Paris for 
Exhibition Only (exh. cat.. New York: National 
Academy of Design, 1887). Huth, "Impression- 
ism Comes to America," pp. 248—49, provides a 
summary. For contemporary commentary on the 
1887 show, see Montezuma [Montague Marks], 
"My Note Book," Art Amateur 17 (June 1887), 
p. 2; and "French Paintings at the Academy,*' Art 
Amateur 17 (July 1887), p. 32. 
Huth, "Impressionism Comes to America," 
p. 246. 

For a thoughtful discussion of the American 
critical response to French Impressionism, see 
Morgan, New Muses, pp. 112-44. 
William Howe Downes, "Impressionism in Paint- 
ing," New England Magazine, n.s. 6, no. 5 (July 
1892), p. 601. 

R[oger] R[iordan], "The Impressionist Exhibi- 
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"The Impressionist Exhibition," Art Amateur 14 
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mentators to draw analogies between Impression- 
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on Impressionist Painting,*' Harper's New Monthly 
Magazine 74 (Jan. 1887), p. 313, asked: "Have 
there not been impressionists ever since Piero 
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century down to Corot?" Other critics located 
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Montezuma, "My Note Book,** p. 87. 
"Fine Arts: French Impressionists," p. 196. 
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p. 166. 

See Tucker, Monet in the '90s, 
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at New York's Century Association in May 1885 
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pp. 156-57. 

M. R. Harrington, "Shinnecock Notes," Journal 
of American Folklore 16 (Jan.-Mar. 1903), pp. 
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WiUiam Howe Downes, "William Merritt Chase, 
a Typical American Artist," International Studio 
39 (Dec. 1909), p. 32. 
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and Boy with a Sword, 18 61 (The Metropolitan 
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passim, summarizes the art activities and spirit in 
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provides an aerial view of the Luxembourg palace 
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Museum of the City of New York, 1989). The 
authors acknowledge with thanks the assistance 
of Deborah Solon, who prepared a preliminary 
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the codirector of the Childe Hassam catalogue 
raisonne, Hirschl and Adier Galleries, Inc., New 
York; her manuscript, cited here, was of great 
assistance to the authors. 

Ives, "Hassam on Painting Street Scenes," p. 117. 
This article provides a useful account by Hassam 
himself of his working procedures and his Im- 
pressionist technique. 
Ibid., p. 116. 
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Doezema, "Real New York," p. 119. 
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See Jon M. Kingsdale, "The *Poor Man's Club': 
Social Functions of the Urban Working-Class 
Saloon," in Raymond A. Mohl, ed,, The Making 
of Urban America (Wilmington, Del., 1988), 
pp. 12.2-37. 

Moses King, King's Handbook of New York 
City (Boston, 1892), p. 216. For ethnicity, see 
also Stevenson, "Saloons," pp. 571—79. 
Dreiser, Sister Carrie, p. 205. 
Laubauch ("Church May Learn from Saloon," 
p. 751) noted that in New York "there are sixty- 
four comers between Thirty-fourth and Forty- 
second Streets and Seventh and Ninth Avenues in 
New York City, On thirty-five of these corners 
are saloons. They are the thirty-five best business 
corners in the section." By 1897 there were more 
than 215,000 licensed liquor dealers in the United 
States and an estimated 50,000 additional un- 
licensed establishments. See Kingsdale, " *Poor 
Man's Club,' " p. 122. 

Sloan quoted in John Sloan Retrospective Exhibi- 
tion (exh. cat., Andover, Mass.: Addison Gallery 
of American Art, Phillips Academy, 1938), p. 32. 
The modernizing to which Sloan referred was the 
transformation of the old-time saloons into out- 
lets for commercial breweries. See "The Experi- 
ence and Observations of a New York Saloon- 
Keeper As Told by Himself," McClure's Magazine 
32 (Jan. 1909), pp. 301-12. 
Hutchins Hapgood, "McSorley's Saloon," 
Harper's Weekly 58 (Oct. 25, 1913), p. 15. 
^" Ibid. 

Greenwich Village: A Brief Architectural and 
Historic Guide (New York, 1976), p. 29. 
Hapgood, "McSorley's Saloon," p. 15. 
Sloan, Gist of Art, p. 23 5. 
Sloan quoted in John Sloan Retrospective Exhibi- 
tion, p. 62, 

^""^ McSorley's at Home, 1928 (Private collection; 
Ehca, John Sloan's Oil Paintings, vol. 2, p. 300, 
no. 819, ill.); McSorley's Cats, 1929 (Huntington 
Library Art Collections and Botanical Gardens, 
San Marino, California); McSorley's Saturday 
Night, 1930 (Hirshhom Museum and Sculpture 
Garden, Smithsonian Institution, Washington, 
D.C.). 
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* King, King's Handbook of New York, p. 216. 

* 'Theodore Stewart's Collection," unidentified 
clipping, Blemley scrapbook, Alfred Frankenstein 
Papers, Archives of American Art, Smithsonian 
Institution, Washington, D.C. (microfilm, reel 
1374, frame 328), cited in Staiti, "Illusionism, 
Trompe I'Oeil, and Viewership,*' p. 34, n. 15. 

° Arrangement in Brown and Black, Portrait of 
Miss Rosa Corder (Andrew McLaren Young, 
Margaret MacDonald, and Robin Spencer, The 
Paintings of James McNeill Whistler, 2 vols. [New 
Haven, 1980], vol. i, no. 203); and Arrangement in 
Black and Gold, Comte Robert de Montesquiou- 
Fezensac (ibid., no. 398), are among the Whistler 
pictures Canfield eventually sold through Knoedler 
Galleries. His collections also included ancient 
art and Sheraton and Hepplewhite furniture. See 
E[dna] Y[ost],**Canfield, Richard A.," in Allen 
Johnson, ed., Dictionary of American Biography 
(New York, 1929), vol. 3, pp. 472.-73- 

* "Old Adam and Spare Rib," p. 226. 

^ Of course, an open attitude toward social status 
was neither universally shared nor permanent. In 
his recent study Highbrow/ Lowbrow: The Emer- 
gence of Cultural Hierarchy in America (Cam- 
bridge, Mass., 1988), Lawrence W. Levine explores 
the gradual separation of high art from popular 
culture that has taken place during the twentieth 
century. In American painting the vulgarization 
of high art is well expressed in works such as 
Marsh's Monday Night at the Metropolitan 
(fig. 198). 

^ Paul Bourget, Outre-Mer: Impressions of America 
(New York, 1895), PP- 32.6-70. 

'* For example, Mike "King" Kelly (18 57-1894), a 
showman both on and off the baseball diamond, 
played on the vaudeville stage during the off- 
season. See Red Smith et al., Champions of 
American Sport (exh. cat., Washington, D.C: 
National Portrait Gallery, Smithsonian Institu- 
tion, 1981), pp. 22—23. 

' John Rickards Betts, America's Sporting Heri- 
tage: iSjo-i^jo (Reading, Mass., 1974), p. 162. 

* Bourget, Outre-Mer, pp. 327-28. 
Mbid., p. 333. 

* The first oil was preceded by a somewhat anec- 
dotal pastel and India ink drawing, The Knock 
Out of 1907 (Rita and Daniel Fraad Collection). 
Titles can be confusing in this series.' Now 
known as Club Night, the 1907 oil was originally 
titled A Stag at Sharkey's. In August 1909 
Bellows painted Stag at Sharkey's, which was 
originally titled Club Night. In October 1909 

he executed Both Members of This Club, 
originally titled A Nigger and a White Man. He 
continued to revisit the subject; his later boxing 
images follow some of the ideas expressed in 
these first pictures but revert to the sort of anec- 
dotal specificity that characterizes Ashcan School 
illustrations such as Glackens's O'Rourke Started 
to Climb Through the Ropes for H. R. Durant, 



"A Sucker," Cosmopolitan 39 (May 1905), p. 89. 
Eventually Bellows made a lithograph of Stag at 
Sharkey's. An oil of 1923, Introducing John L, 
Sullivan (Butler Institute of American Art, Youngs- 
town, Ohio), and two oils of 1924, Ringside 
Seats (Hirshhorn Museum and Sculpture Gar- 
den, Smithsonian Institution, Washington, D.C.) 
and Dempsey-Firpo (Whitney Museum of Amer- 
ican Art, New York), were preceded by litho- 
graphs. See George Bellows Memorial Exhibition, 
1882-192^ (exh. cat., New York: The Metropoli- 
tan Museum of Art, 1925). 

^ Bourget, Outre-Mer, pp. 334-35. 

140 ** Academy Exhibition — Second Notice," New 
York Sun, Dec. 23, 1907, p. 4, quoted in 
Marianne Doezema, George Bellows and Urban 
America (New Haven, 1992), p. 67, n. i. Doezema 
(pp. 66-121) provides a thoughtful analysis of 
the early boxing pictures. 

^"^^ She compares the cartoonish faces in Both Mem- 
bers of This Club with the much more elegant 
figures in Crowd at Polo (fig. 235). See 
Rebecca Zurier, "Hey Kids: Children in the 
Comics and the Art of George Bellows," Print 
Collector's Newsletter 1^ (Jan.-Feb, 1988), 
p. 200. 

'"♦^ Doezema, George Bellows and Urban America, 
p. 83. 

^^'^ Bellows quoted in ibid., p. 87, n. 81. 

Jack London, "A Piece of Steak" (1909), in 
Harry T. Paxton, ed.. Sport U.S.A.: The Best 
from the Saturday Evening Post (New York, 
i96i),pp. 28-29. 

^'^^ Bellows quoted in Charles Grant, "Stag at 
Sharkey's," Beta Theta P. Magazine, May 1947, 
pp. 647-79, cited in Doezema, George Bellows 
and Urban America, p. 97, n. in. 
Sporting subjects published by Currier and Ives 
include fishing, trapping, hunting, cockfighting, 
billiards, card playing, rowing, and baseball, as 
well as boxing. For a discussion of early boxing 
images, see John Wilmerding, "George Bellows's 
Boxing Pictures and the American Tradition," in 
John Wilmerding, American Views: Essays on 
American Art (Princeton, 199 1), pp. 305-45. 

^"♦^ William Inglis, "The State and the Boxing Busi- 
ness," Harper's Weekly 55 (Sept. 16, 1911), p. 19. 

^"^^ Like Bourget, Bellows witnessed fights in the 
back room of a private club — in Bellows's case 
a dingy loft on Lincoln Square conveniendy lo- 
cated near his studio. Thomas Joseph (Sailor 
Tom) Sharkey was a boxing great of the 1890s, 
"always a contender, but never a champion," 
according to his obituary. He left his native 
Ireland at age twelve to go to sea and eventually 
became a prizefighter. Although successful, he 
lost crucial bouts with heavyweight champions 
Jim Jeffries, Bob Fitzsimmons, and Gentleman 
Jim Corbett. See Sharkey obituary. Time 61 (Apr. 
^7. 1953)5 P- ^7. 

Sullivan himself was a drunk, a philanderer, and 



a brawler and even had been indicted for assault 
and battery. See Doezema, George Bellows and 
Urban America, p. 77, n. 60. Elliott Corn's 
history of bare-knuckle prizefighting. The Manly 
Art: Bare-knuckle Prize Fighting in America 
(Ithaca, N.Y., 1986), explores the boxing ring as 
a place at once thrilling and repellent. 
Betts, America's Sporting Heritage, pp. 164-69. 
Inghs, "State and Boxing Business," p. 19. 
Betts, America's Sporting Heritage, p. 165. 
Sharkey obituary, p. 67. 

William Innes Homer, Thomas Eakins: His Life 
and Art (New York, 1992), p. 239. The series 
also includes Taking the Count of 1898 (Yale 
University Art Gallery, New Haven) and Salutat 
of the same year (Addison Gallery of American 
Art, Phillips Academy, Andover, Massachusetts). 

Duffield Osborne, "A Defense of Pugilism," North 
American Review 146 (Apr. 1888), p. 435, quoted 
in Doezema, George Bellows and Urban America, 
p. 68, n. 5; see also pp. 68-72. 
Guy Pene du Bois, "Exhibition by Independent 
Artists Attracts Immense Throngs," New York 
American, Apr, 4, 19 10, p. 6, cited in Doezema, 
George Bellows and Urban America, p. 113, 
n. 132. 

Bellows's first three oils on the subject of boxing 
depict fights that took place in a private club 
during the eight-year period when the Horton 
Law, which banned public prizefights in New 
York, was in force. Just two years after Bellows 
finished Both Members of This Club, the law was 
repealed and replaced by the Frawley Law, which 
allowed prizefights again. See "Prize-fighting in 
New York," Outlook 99 (Sept. 9, 1911), p. 57. 

Bellows used the basic composition of Both Mem- 
bers of This Club again in 19 17 for a disturbing 
drawing. The Drunk (Addison Gallery of Ameri- 
can Art, Phillips Academy, Andover, Massachu- 
setts), which he followed with several lithographic 
versions during the 1920s. The starkly geometric, 
shamelessly melodramatic image of the drawing 
is set in a domestic, traditionally feminine envi- 
ronment, rather than a public, raucous, mascu- 
line space. Two women struggle to protect children 
against the onslaught of their enraged, inebriated 
father. It is interesting to go beyond the obvious 
temperance message implicit in The Drunk to 
note its resemblance to Both Members of This 
Club in light of the self-conscious quest for 
virility that characterizes the art criticism of the 
time. Black boxers, like "eminently respectable 
female saints," occupied an uncertain position in 
American society. Bellows's related lithograph 
illustrated an article by Mabel Potter Daggett, 
"Why We Prohibit," in Good Housekeeping 78 
(May 1924). The article explored the terrible 
impact of drink on the family and essentially was 
written in support of the Volstead Act, which 
established Prohibition. See Linda Ayres and Jane 
Myers, George Bellows: The Artist and His 
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Lithographs (exh. cat.. Fort Worth: Amon Carter 
Museum, 1988), p. 122. 

159 "Topics of the Times: And May the Best Man 
Win!" New York Times, Nov. i, 1909, p. lo, 
quoted in Doezema, George Bellows and Urban 
America, pp. 106-7, 218, n. 124. 

'^•^ Betts, Americans Sporting Heritage, p. 168. See 
also Doezema*s discussion of racial politics 
{George Bellows and Urban America, pp. 104-13). 

'^^ His additional exploits included delivering an 
address on sportsmanship to a klavern of the Ku 
Klux Klan and playing the role of an Ethiopian 
general in a New York production of A'ida. See 
Smith et al., Champions of American Sport, 
p. 78. 

New York Times quoted in Betts, America's 
Sporting Heritage, p. 168. 
The Law Is Too Slow illustrated Mary Johnston, 
"Nemesis," Century 106 (May 1923), p. 2. This 
moralizing tale begins ominously with Bellows's 
illustration and the words "They said that the 
man, a black man, had done the crime. Perhaps 
he had, perhaps he had not Those who con- 
ducted the lynching proceeded, of course, upon 
the assumption that he was guilty. His guilt 
might make a difference, and then again it might 
make no difference at all. In the way you take it, 
I mean" (p. 3). 
'^"^ Paul Gallico quoted in Smith et al., Champions 
of American Sport, p. 212. Gallico linked theater 
and sport, serving as motion-picture critic, sports 
editor, and columnist on the New York Daily 
News, In 1938 he denounced the commercializa- 
tion of leisure, decrying professionalism in sup- 
posedly amateur sports in his book Farewell to 
Sport. 

165 "Thirty-five years ago polo was unknown in 
America. To-day there are forty clubs registering 
nearly six hundred players, enrolled as members 
of the American Polo Association. There are 
thirty-two United States Army clubs which are 
honorary members. Unconnected with the asso- 
ciation chiefly in Colorado, California, and Can- 
ada there are about fifteen more, making a total 
of nearly one hundred polo playing organizations 
on the North American continent" (David Gray, 
"Polo, the Best Game in the World," Colliers 
Outdoor America 47 [June 10, i9ii]> p. 15). 
Gray enumerated the rather horrifying expenses 
of polo, including "the best polo ponies" selling 
at prices between $ 2, 5 00 and $3 ,5 00 (ibid.) . Clearly 
the game of polo fascinated and still fascinates in 
part because it establishes economic and social 
status. See Jack Smith, "The Patrones of Polo," 
M: The Civilized Man 7 (May 1990), pp. 68-73. 
Smith cavils, albeit with relish, that "corporate 
money men — the world's new royalty — are buying 
into the sport of privilege." 
Gray, for example, explained that "it must be 
remembered that one of the great ends of sport is 
to teach self-reliance" ("Polo, the Best Game in 
the World," p. 15). On this theme, see also Curry, 



Homer: The Croquet Game; and Doezema, 
George Bellows and Urban America, pp. 69-72. 

Percy Creed, "Polo," Fortnightly Review 86 (Dec. 
1, 1909), p. 1093. 

Sloan, Diary, Sept, 15, 1907, quoted in Elzea, 
John Sloan's Oil Paintings, vol. i, p. 82, 
George Bellows, Letter to Joseph Taylor, May 
1910, quoted in Lauris Mason and Joan Ludman, 
The Lithographs of George Bellows: A Cata- 
logue Raisonne (Millwood, N.Y., 1977), p. 128. 

Percival R. Eaton, "Lakewood, a Famous Winter 
Resort," New England Magazine 3 3 (Jan. 1906), 
p. 608. Bellows was by no means alone in alter- 
nating between slumming subjects and higher- 
toned images. Richard Outcault, creator of the 
lucrative, low-class cartoon character the Yellow 
Kid, eventually went on to draw Buster Brown, a 
wealthy and much better behaved child. See Zurier, 
"Hey Kids," p. 200. 

The Bricksburg Land and Development Com- 
pany formed to launch a town-development plan 
in 1866. The town changed its name in 1880. See 
William McMahon, South Jersey Totvns: His- 
tory and Legend (New Brunswick, N.J., 1973), 
pp. 321—23. See also Federal Writers' Project of 
the Works Progress Administration for the State 
of New Jersey, New Jersey: A Guide to Its 
Present and Past (New York, 1946), pp. 555-56. 

Eaton, "Lakewood, a Famous Winter Resort," 
p. 609. 

^^'^ The eight leading hotels of Lakewood, which 
opened between 1880 and 1904, accommodated 
from thirty to seven hundred guests each (ibid., 
p. 619). 

McMahon, South Jersey Towns, pp. 321-23. 
'^^^ Mason and Ludman, Lithographs of George 
Bellows, p. 128. 

Eaton, "Lakewood, a Famous Winter Resort," 
p. 616. 

Creed, "Polo," p. 1092. 
179 "The Winter Academy," New York Sun, Dec. 14, 
1910, p. 8, cited in Michael Quick et al.. The 
Paintings of George Bellows (exh. cat., Fort Worth: 
Amon Carter Museum; Los Angeles: Los Ange- 
les County Museum of Art, 1992), p. 91, n. 24. 
Bellows, Letter to Taylor, ca. 1909, cited in 
Mason and Ludman, Lithographs of George 
Bellows, p. 128. 

See Quick et al.. Paintings of George Bellows, 
pp. 9-96, especially pp. 21-25. 

Frank Jewett Mather, "The Winter Academy," 
New York Evening Post, Dec. 15, 19 10, p. 9, 
quoted in Quick et al., Paintings of George 
Bellows, p. 91, n. 23. 

Charles Belmont Davis, "New York in the Good 
Old Summer Time," Outing 42 (Sept. 1903), 
p. 668. 

'^'^ For example, in Tennis at Newport (Private col- 
leaion; Quick et al., Paintings of George Bel- 
lows, p. 74, ill.) the actual game does not outweigh 



assorted interchanges going on around the grass 
lawn. A nattily clad gentleman doffs his hat to a 
lady on a red chair in the foreground, a clutch of 
ladies near the net gossip under a red umbrella, 
and the clubhouse verandah and balcony are 
thronged with spectators like the boxholders in 
Cassatt's At the Opera, painted forty years earlier. 
For a precise summary of the role of sport in 
marking status, see Steven A. Riess, "Sport and 
the Urban Social Structure," in City Games: The 
Evolution of American Urban Society and the 
Rise of Sports (Urbana, III., 1989), pp. 53-92. 



THE HOME 

^ The domestic sphere as woman's world is dis- 
cussed at length in Sheila M. Rothman, Woman's 
Proper Place: A History of Changing Ideals and 
Practices, i8yo to the Present (New York, 1978), 
pp. 13-62; Ruth Schwartz Cowan, More Work 
for Mother: The Ironies of Household Technol- 
ogy from the Open Hearth to the Microwave 
(New York, 1983), pp. 18-19; Glenda Riley, 
Inventing the American Woman: A Perspective 
on Women's History (Arlington Heights, 111., 
1986), pp. 153-82; and Glenna Matthews, "Just 
a Housewife": The Rise and Fall of Domesticity 
in America (New York and Oxford, 1987), 
pp. 3—91. For a consideration of artists' responses 
to the domestic scene during the period 1840 to 
1910, see Edwards's essay in Lee M. Edwards, 
with Jan Seidler Ramirez and Timothy Anglin 
Burgard, Domestic Bliss: Family Life in Ameri- 
can Painting, 1840-1910 (exh. cat., Yonkers, 
N.Y.: Hudson River Museum, 1986), pp. 14-31. 

^ Charlotte Perkins Gilman, quoted in Riley, 
Inventing the American Woman, p. 158. For 
discussions of this "reordering," see Dolores 
Hayden, The Grand Domestic Revolution: A 
History of Feminist Designs for American Homes, 
Neighborhoods, and Cities (Cambridge, Mass., 
1981); and George Cotkin, Reluctant Modem- 
ism: American Thought and Culture, 18 8 0-1900 
(New York and Toronto, 1992), pp. 74—100. 

^ '"Breakfast: Painted by William M. Paxton," 
Ladies Home Journal 30 (Mar. 1913), p. 17, 
quoted in Linda J. Docherty, "The Open Book and 
the American Woman," presented at the confer- 
ence The Iconography of the Book, American 
Antiquarian Society, Worcester, Mass., June 15, 
1991. 

* Ibid. 

5 Sereno Edwards Todd, Todd's Country Homes 
and How to Save Money (Hartford, Conn., 
1870), p. 33; an earlier edition was quoted in 
Suzaan Boettger, "Eastman Johnson's Blodgett 
Family and Domestic Values During the Civil 
War Era," American Art 6 (Fall 1992), p. 51. 

^ Robert L. Herbert, Impressionism: Art, Leisure, 
and Parisian Society (New Haven, 1988), pp. 
115— 21. 
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**The Fine Arts: Mr. Tarbell's Exhibition at the 
St. Botolph Club," Boston Evening Transcript, 
Feb. 17, 1904, p. 9, quoted in Trevor J, Fairbrother, 
"Edmund C. Tarbell's Paintings of Interiors," 
Antiques 131 (Jan. 1987), pp. 224-35. Fairbrother 
noted, "It is indicative of artistic taste in Boston 
that Degas* paintings of as many as thirty years 
earlier were cited as examples of 'modern' interi- 
ors, and that the more recent paintings by Edouard 
Vuillard (186 8-1940) were either discounted or 
unknown" (p. 230). 

"The Council of Ten: Annual Exhibition of 
Ten American Impressionists at the Durand-Ruel 
Galleries," New York Times, Apr. 22, 1903, p. 9; 
and "Art Exhibitions: The Ten American Paint- 
ers," New York Daily Tribune, Apr. 21, 1903, 
p. 3, quoted in Fairbrother, "Tarbell's Paintings 
of Interiors," p. 229. 

Sadakichi Hartmann, A History of American Art, 
2 vols. (Boston, 1902), vol. 2, p. 241, cited in 
Fairbrother, "Tarbell's Paintings of Interiors," 
p. 233. 

Frederick W. Coburn, "Edmund C. Tarbell," 
International Studio 32 (Sept. 1907), pp. Ixxxii- 
Ixxxiii. 

The models in Tarbell's picture have been identified 
as Mary Josephine Sullivan, later the wife of 
architect Steven R. H. Codman, and possibly the 
painter Philip Leslie Hale, who taught with Tarbell 
at the School of the Museum of Fine Arts, Bos- 
ton. See Fairbrother, "Tarbell's Paintings of Inte- 
riors," p. 234, n. 10. 

On the proliferation of household objects, see 
Matthews, "Just a Housewife/' p. 12. 

Todd, Todd's Country Homes, p. 3. 
Faye Dudden, Serving Women: Household Ser- 
vice in Nineteenth-Century America (Middle- 
town, Conn., 1983), p. 44. 
For another discussion of this painting, see H. 
Barbara Weinberg, The Lure of Paris: Nineteenth- 
Century American Painters and Their French 
Teachers (New York, 1991), p. 179. 
The controversy over changes in manners that 
permitted such freedoms is endless. For a few 
samples, see M. Jeune, "Decay of the Chaperon," 
Living Age 227 (Nov. 10, 1900), pp. 372-79; 
and Paul Bourget, Outre-Mer: Impressions of 
America (New York, 1895), pp. 80-81. 

For a discussion of women as "social housekeep- 
ers" — activists and reformers — see Rothman, 
Woman's Proper Place, pp. 106-12; Lois W. 
Banner, Women in Modern America: A Brief 
History, 2d ed. (San Diego and New York, 1984), 
pp. 18-21; and Nancy Woloch, Women and 
the American Experience (New York, 1984), 
pp. 299-303. 

Elizabeth Bisland, "Notes and Comments: The 
Modern Woman and Marriage," North Ameri- 
can Review 160 (June 1895), p. 753. 
These were women who were "having what they 
consider a perfectly lovely time, posing at the 



opera or gyrating in some ballroom, exquisitely 
dressed, and laughing as lightly as though there 
were no painful echoes from their neglected 
nurseries" (Mrs. Amelia E. Barr, "Good and Bad 
Mothers," North American Review 156 [Apr. 
1893], p. 411). Such chiding was constant in the 
literature of the period. See H. B. Marriott- Watson, 
"Deleterious Effect of Americanisation upon 
Woman," Nineteenth Century 54 (Nov. 1903), 
pp. 782-92; H. B. Marriott- Watson, "The Amer- 
ican Woman: An Analysis," Nineteenth Century 
56 (Sept. 1904), pp. 433-42; and "Extravagance 
of Women in New York," Spectator 75 (Dec. 14, 
1895), pp. 852-53. To forestall these adult faults, 
writers on domestic topics urged that young girls 
be trained thoroughly in their proper domestic 
roles. See Julia Ward Howe, "Defects in the 
Education of American Girls," Chautauquan 8 
(Feb. 1888), pp. 289-91. 

Marriott- Watson, "Deleterious Effect of Ameri- 
canisation," p. 791. 

This resistance to marriage was discussed often 
in contemporary periodicals. See, for example, 
Mrs. Kate Gannett Wells, "Why More Girls Do 
Not Marry," North American Review 152 (Feb. 
1891), pp. 175-81. The changing relationships 
between the sexes also were discussed incessandy. 
See, for example, Junius Henri Browne, "Are 
Women Companionable to Men?" Cosmopolitan 
4 (Feb. 1888), pp. 452—55; Charles Dudley 
Warner, "Editor's Drawer: What We Are, What 
We Were," Harper's New Monthly Magazine 80 
(May 1890), pp. 972-73; Mona Caird, "The 
Emancipation of the Family," North American 
Review 151 (July 1890), pp. 22—37; Helen 
Churchill Candee, "The Old Home and the New," 
Outlook 49 (Jan. 20, 1894), pp. 127-28; Helen 
Campbell, "Is American Domesticity Decreasing, 
and If So, Why?'Mre«ii 19 (Jan. 1898), pp. 86-96; 
Tom Masson, "The Decadence of Husbands," 
Harper's Weekly 50 (Nov. 17, 1906), pp. 1636-37; 
Anna A. Rogers, "Why American Marriages 
Fail," Atlantic Monthly 100 (Sept. 1907), pp. 
289-98; Ida M. Tarbell, "The Business of Being 
a Woman," American Magazine 73 (Mar. 191 2), 
pp. 563-68; and Harrison Rhodes, "How Mod- 
ern Men May Hope to Please Women," Century 
87 (Dec. 1913), pp. 312-14. 

"^"^ Constance Gary Harrison, "Maidens and Matrons 
in American Society," North American Review 
151 (Dec. 1890), p. 713. 
Quoted in Bourget, Outre-Mer, p. 81. 

Mrs. John Van Vorst and Miss Marie Van Vorst, 
The Woman Who Toils: Being the Experiences of 
Two Ladies as Factory Girls (New York, 1903), 
p. 84. Much of the text of this publication ap- 
peared in Everybody's Magazine before it was 
gathered together and amplified in book form. 
Theodore Roosevelt, who contributed a prefa- 
tory letter to the book-length publication, re- 
minded readers that virtuous living, specifically 
marriage and child rearing, supported "the prac- 



tice of strong, racial qualities without which 
there can be no races" (Van Vorst and Van Vorst, 
Woman Who Toils, p. vii), and he proclaimed that 
the individual who purposely avoids marriage 
and disUkes having children "is in effect a crimi- 
nal against the race" (ibid., p. viii). 

Harry Thurston Peck, "For Maids and Mothers: 
The Woman of To-day and of To- morrow," 
Cosmopolitan 27 (June 1899), p. 151. Peck's 
article (pp. 149-62) was represented by the edi- 
tor of Cosmopolitan as one extreme of the view 
of women. It was followed in July 1899 (pp. 
309-13) by an opposing opinion ("Woman's 
Economic Place") as expressed by Charlotte 
Perkins Stetson [Gilman] (1860-193 5), feminist, 
lecturer, and author of such works as Women 
and Economics (1898), which argues for female 
economic independence. 
Peck, "For Maids and Mothers," p. 157. 

Quoted in Ida Husted Harper, The Life and 
Work of Susan B. Anthony: Including Public 
Addresses, Her Own Letters, and Many from 
Her Contemporaries During Fifty Years, 3 vols. 
(1899; reprint, New York, 1969), vol. i, p. 134. 

Docherty, "Open Book and American Woman." 
For a discussion of reading, a form of relaxation 
and home entertainment that was well estab- 
lished as the right of all citizens by the end of the 
eighteenth century, see Donna R, Braden, Leisure 
and Entertainment in America: Based on the 
Collections of Henry Ford Museum and Greenfield 
Village (Dearborn, Mich., 1988), pp. 77-86. 

For further discussion of this painting, see the 
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and also Arthur Loesser, Mew, Womew, and Pianos: 
A Social History (New York, 1954), pp. 476-518. 
'-^^ Elisabeth Donahy Garrett, At Home: The Ameri- 
can Family, iy^o-i8jQ {New York, 1990), p. 52. 
J. W. Chickering, "Music in the Home," Outlook 
50 (July 28, 1894), p. 138. 
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(Philadelphia, 1992), pp. 150-84. 
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Theodore Robinson, Diaries, Feb. 23, 1893, Frick 
Art Reference Library, New York. 
For an in-depth account of this picture and its 
history, see Andrew McLaren Young, Margaret 
MacDonald, and Robin Spencer, The Paintings 



of James McNeill Whistler, 2 vols. (New Haven, 

1980), vol. I, pp. 8—9, no. 24. 

John Spargo, "George Luks: An American Painter 

of Great Originality and Force, Whose Art Relates 

to All the Experiences and Interests of Life," 

Craftsman 12 (Sept. 1907), ill. p. 603. 

Ibid., p. 602. 

For a discussion of the barrel organ and its street 
version, see Arthur W. J. G. Ord-Hume, Barrel 
Organ: The Story of the Mechanical Organ and 
Its Repair (South Brunswick, N J., and New York, 
1978), especially pp. 233-53. 
Rev. Hugh Reginald Haweis, Music and Morals 
(New York, 1872), p. 461. A later edition is 
quoted in Ord-Hume, Barrel Organ, pp. 246—47. 
^^"^ See Francis C. Woodworth, "The Hand-Organ: 
A Dialogue Between Theodore and His Friend 
Henry," in The Holiday Book; with Illustrations 
(New York, 1856), pp. 88-90. 
For a discussion of this type of dancing and the 
locales in which it was practiced, see Kathy Peiss, 
Cheap Amusements: Working Women and 
Leisure in Tum-of-the-Century New York (Phila- 
delphia, 1986), pp. 100- loi. We are grateful to 
Marianne Doezema for directing our attention 
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Ibid., p. loi. 
Ibid. 

^''^ Julian Ralph, "Coney Island," Scribner*s Magazine 
20 (July 1896), p. 18, quoted in Peiss, Cheap 
Amusements, pp. loo-ioi. Unfortunately, the ill- 
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"^^^ John Cournos, "Three Painters of the New York 
School," International Studio 56 (Oct. 1915), p.241. 
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CECILIA BEAUX 
1855-I942 

Born in Philadelphia to a genteel 
family; her mother died soon after 
her birth and her father returned to 
his native France, leaving Beaux and 
her older sister to be raised by their 
maternal grandmother and aunts. 
Educated at home, received drawing 
lessons from her aunt. Attended the 
Lyman School for Girls, Philadelphia. 
Took art lessons from Catherine Ann 
Drinker, a distant relative and painter 
of historical and biblical subjects. 
Began studying in 1872 or 1873 with 
Adolf Van der Whelen, a Dutch art- 
ist who worked in Philadelphia. Tried 
to become financially independent in 
the 1870s by teaching drawing at a 
local girls' school, executing litho- 
graphs and painting children's por- 
traits on porcelain plates. Enrolled 
at the Pennsylvania Academy of the 
Fine Arts, Philadelphia, from 1877 
to 1879 t^^^j order to conform to 
family's sense of propriety, did not 
take life classes with Thomas Eakins. 
Studied from i88itoi883 with 
William Sartain. Showed often at the 
Pennsylvania Academy and received 
important prizes there. In 1887 made 
debut in the Paris Salon. Went to 
Paris chaperoned by a cousin in 1888 
and enrolled in the Academie Julian 
under Adolphe- William Bouguereau 
and Tony Robert-Fleury. Copied old 
masters at the Louvre. Spent the 
summer of 1888 with several Ameri- 
can expatriates painting outdoors in 
Concarneau, Brittany; Switzerland; 
and Italy. Back in Paris continued at 
the Academie Julian and enrolled in 
the Atelier Colarossi under Pascal 
Adolphe Jean Dagnan-Bouveret and 
Gustave Courtois and studied priv- 
ately under Jean Joseph Benjamin- 
Constant. Returned to the United 
States in August 1889 and settled in 
Philadelphia amid her supportive fam- 
ily. After 1892 spent more and more 
time in New York, where she joined 
the circle of Richard Watson Gilder, 
editor of the Century. Hired in 1895 
as a teacher at the Pennsylvania Acad- 
emy, a position she held until 19 16. 
Gave biweekly critiques for a private 
painting class organized in New York 
by feminist Elizabeth Cady Stanton. 
In 1896, on second European trip, 
met Claude Monet in France and 
John Singer Sargent in England. Set- 
tled in New York about 1900; spent 
summers in Gloucester, Massachu- 
setts, after 1905. Following World 
War I painted portraits of major 
international figures. During her final 




Cecilia Beaux, n.d. 



years was incapacitated by a poorly 
healed broken hip; became less pro- 
ductive as an artist and wrote her 
autobiography. Died in Gloucester 
at age eighty-seven. 

Beaux, a respected painter with a 
wide reputation as a teacher, is per- 
haps best remembered for her por- 
traits, which are distinguished by 
fluent paint application, rich color, 
and, occasionally, a dazzling chro- 
matic palette and high key associated 
with Impressionism. At their finest 
these portraits transcend the fashion- 
able society format popular at the 
turn of the century, merging the styl- 
ishness of portraits by Sargent with 
some of Eakins's psychological prob- 
ing. Particularly in depictions of her 
beloved family, she achieved remark- 
able characterizations and risked 
unconventional compositions, some- 
times setting her figures outdoors, ls 
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cat., Philadelphia: Pennsylvania Acad- 
emy of the Fine Arts, 1974) // Tara 
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Washington University, Washington, 
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GEORGE BELLOWS 
1882-1925 

Born in Columbus, Ohio; beginning 
in 1 901 attended Ohio State Univer- 
sity, Columbus, where he was an 
avid athlete and artist. In 1904 with- 
drew from college and went to New 
York, where he studied with Robert 
Henri at the New York School of Art 
(formerly the Chase School of Art and 
now the Parsons School of Design). 
Achieved early recognition through 
awards, sales, and his election to the 
National Academy of Design as an 
associate in 1909 and a full member 
in 1913. In 1910 was appointed life- 
class instructor at the Art Students 
League and married Emma Story, a 
pupil there. The following year was 
given his first one-man show, at Mad- 
ison Gallery, New York. Also in 1911 
visited Monhegan Island, Maine, 
spending the first of many summers 
in that state, where the uncompro- 
mising and powerful elements of 
nature inspired his bold land- and 
seascapes. Assisted with the installa- 
tion of the Armory Show in New 
York in 191 3. Impressed with the 
advanced European works shown 
there, sought a new order in his own 
paintings by utilizing dynamic sym- 
metry and the compositional theory 
of Jay Hambidge, as well as the 
color system of Hardesty Maratta. 
Between 1913 and 1917 contributed 
drawings and served as art editor for 
the socialist magazine the Masses, In 
19 1 6 began to produce lithographs. 
Final years devoted to portraits of 
friends and family. Died suddenly at 
the age of forty-two. 




George Bellows, n.d. 



Bellows's art was distinguished by its 
direct reportorial style and provoca- 
tive subject matter. A leading Realist 
of the first quarter of the twentieth 
century, he sought inspiration in the 
work of Thomas Eakins and Wins- 
low Homer, painters who preceded 
the generation of genteel American 
Impressionists who held sway in his 
youth. Although he was not a mem- 
ber of The Eight, Bellows followed 
Henri's mandate to paint urban sub- 
jects, producing an impressive series 
of New York scenes from 1906 to 
191 3. His views of everyday life on 
the Lower East Side, the rivers that 
surround Manhattan, and the con- 
struction of Pennsylvania Station and 
his violent prizefight images are exe- 
cuted in a bold, direct, unprettified 
technique well suited to these gritty 
urban subjects, nmb 

Bibliography Lauris Mason and Joan 
Ludman, The Lithographs of George 
Bellows: A Catalogue Raisonne (Mill- 
wood, N.Y, 1977) // E. A. Carmean, 
Jr., et al.. Bellows: The Boxing 
Pictures (exh. cat., Washington, D.C.: 
National Gallery of Art, 1982) // 
Linda Ayers and Jane Myers, George 
Bellows: The Artist and His Litho- 
graphs (exh. cat.. Fort Worth: Amon 
Carter Museum, 1988) //Marianne 
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America (New Haven, 1992) // 
Michael Quick et al., The Paintings 
of George Bellows (exh. cat., Fort 
Worth: Amon Carter Museum; 
Los Angeles: Los Angeles County 
Museum of Art, 1992). 



FRANK W. BENSON 
1862-1951 

Born in Salem, Massachusetts, to a 
distinguished family; his father was 
a successful cotton merchant. Stud- 
ied from 1880 to 1883 at the School 
of the Museum of Fine Arts, Boston, 
under Otto Grundmann and Frederic 
Crowninshield. Abroad from 1883 
to 1885, continued studies at the 
Academie Julian, Paris, under 
Gustave-Rodolphe Boulanger and 
Jules-Joseph Lefebvre. After a sum- 
mer at Concarneau, Brittany, and a 
brief period of residence in London, 
came home to America in spring 
1885. Taught at the Portland School 
of Art in Maine, probably in 1887 
and 1888. Settled with his wife, whom 
he married in 1888, in Salem and 
commuted to Boston, where he main- 
tained a studio until 1944. Taught 




Frank Benson painting his family, 
Newcastle, New Hampshire, ca. 1893 



on staff at the School of the Museum 
of Fine Arts, Boston, where Edmund 
C. Tarbell was a close colleague, from 
1889 until 1912 and as a visiting 
instructor until 1917. Summered in 
Newcastle, New Hampshire, from 
1893 to 1899 and North Haven, 
Maine, after 1901. In 1896 received 
commission for a mural cycle of the 
Three Graces and the Four Seasons 
for the Library of Congress. Was a 
founding member of the Ten Ameri- 
can Painters in 1897. 

A leading exponent of Boston Im- 
pressionism, Benson enjoyed a long 
and successful career. He is often 
associated with his friend Tarbell, 
but unlike the Boston painters de- 
scribed by Sadakichi Hartmann in 
1897 as "Tarbellites,"^ Benson shaped 
a strong individual artistic identity. 
He balanced academic standards with 
the progressive ideas of Impression- 
ism, creating memorable scenes of 
his wife and children posed outdoors 
in sun-filled, brighdy colored land- 
scapes and in elegant interiors, tt 

Bibliography John Wilmerding, Sheila 
Dugan, and William H. Gerdts, Frank 
W. Benson: The Impressionist Years 
(exh. cat.. New York: Spanierman 
Gallery, 1988) // Faith Andrews 
Bedford, Susan C. Faxon, and Bruce 
W. Chambers, Frank W. Benson: A 
Retrospective (exh. cat.. New York: 
Berry-Hill Galleries, Inc., 1989). 
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JOHN LESLIE BRECK 
1860-1899 

Born at sea near the Pacific island of 
Guam, the son of a Massachusetts 
navy captain; lived in San Francisco 
until his father's death in 1865, when 
his mother moved the family to Bos- 
ton. Family's affluence permitted 
Breck to pursue his art free from 
financial constraints. In 1877 began 
three years of study at the Royal 
Academy, Munich, under Alexander 
Straehuber, Continued training in 
1881 with Charles Verlat in Antwerp. 
Lived in the United States from 1882 
to 1886. Spent 1886 to 1890 abroad. 
Studied at the Academie Julian, Paris, 
under Gustave-Rodolphe Boulanger 
and Jules-Joseph Lefebvre. Worked 
in Giverny beginning in 1887 and 
became close to Claude Monet and 
his family. Showed two paintings in 
the 1889 Exposition Universelle, Paris, 
for which he was awarded honor- 
able mention. Returned to Boston in 
1890. Was given a large exhibition 
at the St. Botolph Club, Boston, of 
which he became a member in 1890. 
Most of the paintings shown were 
landscapes executed in Giverny or 
on the North Shore of Massachu- 
setts. In 1891 went back to Giverny, 
where he followed Monet's example 
and began to experiment with serial 
painting. Worked in the English coun- 
tryside at Kent in 1891—92. Had 
important Boston exhibitions in 1893 
and 1895. Settled in suburban 
Auburndale, Massachusetts, about 
1896. Traveled to Venice in 1896 but 
returned to America by 1898. Suffered 
accidental death in Boston. 

Breck made a dramatic debut as an 
Impressionist landscape painter in 
1890 with the exhibition of his 
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Joseph Rodefer DeCamp. John Leslie 
Breck, 1892. Oil on canvas, Z2 x 18 in. 
(55.9 X 45.7cm). St. Botolph Club, Boston 
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Giverny paintings at the St. Botolph 
Club. "Artistic Boston was nearly 
pushed off its critical equilibrium,** 
as one newspaper writer put it.' 
Among the first Americans to visit 
Giverny, Breck was unmistakably in- 
fluenced by Monet, particularly in 
his serial paintings of grain stacks. In 
America Breck applied the Impres- 
sionist approach to New England 
subjects — stretches of the Charles 
River near Boston, the rugged coastal 
scenery of the Massachusetts North 
Shore, and the mountainous terrain 
of New Hampshire — and revealed 
in his paintings an acute sensitivity 
to season, time of day, and weather 
conditions, nmb 

Bibliography Kathryn Corbin, "John 
Leslie Breck, American Impression- 
ist," Antiques 134 (Nov. 1988), 
pp. 1142.-49. 

■ D. W. X., "Mr. John L. Breck's Land- 
scapes," Boston Daily Globe, Jan. 25, 
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DENNIS MILLER BUNKER 
1861-189O 

Born in New York, where his father 
was the secretary-treasurer of the 
Union Ferry Company; a descendant 
of Nantucket, Massachusetts, Quak- 
ers. Grew up in Garden City, Long 
Island. Worked in New York from 
1876 to 1879 at the National Acad- 
emy of Design under Lemuel E. 
Wilmarth and from 1877 to 1882 at 
the Art Students League under 
William Merritt Chase. From 18 81 
to 1882 worked again at the Na- 
tional Academy and studied landscape 
painting with independent teacher 
Charles Melville Dewey. Among 
Bunker's earliest paintings are Nan- 
tucket views from the summers of 

1881 and 1882. Went to Paris in 

1882 and began to study at the Ecole 
des Beaux- Arts, first with Antoine 
Auguste Ernest Hebert and then with 
Jean-Leon Gerome, matriculating in 
the spring 1884 semester. Spent the 
summer months traveling in the 
French countryside with painters 
Charles Adams Piatt and Kenneth R. 
Cranford. Returned to the United 
States in 1885 and accepted a posi- 
tion as an instructor at the Cowles 
Art School, Boston. His students 
included Lilla Cabot Perry, later a 
devoted admirer of Claude Monet's 
and promoter of French and Ameri- 
can Impressionism, and William 
MacGregor Paxton. Was awarded 




Dennis Miller Bunker in his studio, n.d. 



the Hallgarten Prize for figural work 
for his entries at the National Acade- 
my's 1885 annual exhibition. That 
same year was given a one-man exhi- 
bition, predominantly of portraits 
and landscapes, at Boston's Noyes 
and Blakeslee Gallery and was elected 
a member of the Society of American 
Artists. Mingled with the cultural 
and intellectual elite of Boston, in- 
cluding Isabella Stewart Gardner, 
who helped him obtain portrait com- 
missions from her friends and fam- 
ily. From 1886 to 1890 left Boston 
each summer to paint landscapes at 
locations that included South Wood- 
stock, Connecticut; Newburyport, 
Massachusetts; Medfield, Massachu- 
setts; and Windsor, Vermont. Turn- 
ing point in Bunker's approach to 
landscape came in 1888 during sum- 
mer spent with John Singer Sargent 
in Calcot Mill, near Reading, En- 
gland. Finding Boston socially and 
intellectually confining, took a stu- 
dio in New York in 1889. Received 
few portrait commissions there and 
painted idealized figure studies. In 
1890 married Eleanor Hardy, a 
wealthy Bostonian. Worked on mural 
designs for the Whitelaw Reid house 
in New York as well as a number of 
portraits of his bride. Died suddenly 
during a trip to Boston. 

In his brief career, which lasted only 
a decade. Bunker produced paintings 
remarkable for their quality and va- 
riety of subjects — society portraits, 
idealized figures, still lifes, and some 
of the earliest and most beautiful 
American Impressionist landscapes. 
At heart a bohemian — an outlook 
quite inconsistent with his Quaker 
roots — Bunker longed to dedicate 
himself completely to his art — free 



even from the distraction of teach- 
ing. His summer landscape paintings, 
which show the influence of Abbott 
H. Thayer and Sargent, culminated 
in views painted in Medfield during 
the last two years of his life. The 
freely brushed and richly colored 
views of meadows and streams in 
Medfield attest to Bunker's assimila- 
tion of the Impressionist aesthetic 
and reveal a personality deeply at- 
tuned to beauty even in unspectacu- 
lar aspects of nature, nmb 
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MARY CASSATT 
1844— 1926 

Born in Allegheny City {now part of 
Pittsburgh), Pennsylvania, and grew 
up in Philadelphia, the daughter of 
an affluent investment banker. Edu- 
cated at home and exposed to Euro- 
pean life and culture at an early age: 
lived for five years in France and 
Germany as a child. Returned to the 
United States in 185 5. Between i860 
and 1865 studied sporadically at 
the Pennsylvania Academy of the 
Fine Arts, Philadelphia, and with 
Christian Schussele and Peter 
Rothermel. Arrived in Paris in 1866 
and applied for a permit to copy at 
the Louvre. Studied privately with 
Jean-Leon Gerome and took classes 
with Charles Chaplin. Toured the 
French countryside in 1866, stopping 
at the villages of Courances, Ecouen, 
and Villiers-le-Bel, where she received 
advice from Thomas Couture. Out- 
break of the Franco-Prussian War 
forced her to return to Philadelphia 
in 1870. Traveled to Europe again in 
1871 with a commission to copy 
Correggios in Parma; remained 
abroad thereafter, briefly visiting the 
United States in 1898 and 1908. 
Toured in Italy, Spain, Belgium, Hol- 
land, and France; finally settled in 
Paris in 1875. Having shown in the 
Salon since 1868, made her debut 
with the Societe Anonyme, or Im- 
pressionists, as they were dubbed by 
the press, in 1879; however, was 
aware of their work, especially that 
of Edgar Degas and Camille Pissarro, 
long before this. Lent considerable 



time and energy to organizing an- 
nual Impressionist exhibitions and 
contributed pictures to them in 1879, 
1880, 1881, and 1886. Following the 
last Impressionist group exhibition 
in 1886 found new ways to display 
and sell her work, notably through 
the Parisian dealer Paul Durand-Ruel, 
with whom she had her first solo 
shows in 1893. Printmaking became 
a central preoccupation in the 1890s; 
in her work in this medium the influ- 
ence of Japanese prints is particu- 
larly apparent. Received commission 
to paint a mural (now lost) for the 
Woman's Building of the Chicago 
world's fair of 1893. Also in 1893 
acquired Chateau de Beaufresne, in a 
village outside Paris, where she spent 
much of her time in later years. Dete- 
riorating eyesight ended her career in 
1913. Died at Chateau de Beaufresne. 




Edgar Degas. Mary Cassatt, ca. 1880—84. 
Oil on canvas, 28 Vs x 23 Vg in. (71.4 
X 58.7 cm). National Portrait Gallery, 
Washington, D.C., Gift of the Morris and 
Gwendolyn Cafritz Foundation and the 
Regents' Major Acquisitions Fund, Smith- 
sonian Institution NPG 84.34 



Cassatt's place in the history of Amer- 
ican art is unique. She was one of the 
few women artists to succeed profes- 
sionally in her era as well as the only 
American invited to exhibit with the 
French Impressionists. At the Salon 
of 1874 her work caught the attention 
of Degas, the unofficial organizer of 
the Impressionists' exhibitions, who 
is said to have exclaimed, "Voila! 
There is someone who feels as I do."^ 
She embraced both the technique of 
the Impressionists and their commit- 
ment to painting scenes of everyday 
life. Using her family and friends as 
models, she produced a series of 
remarkable oils, pastels, and prints 
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depicting the lives of upper-middle- 
class women in Paris in the last two 
decades of the nineteenth century. 
Now best known for her treatment 
of the mother-and-child theme, which 
dominated her art after 1893, Cassatt 
actually explored a much wider range 
of modern subjects in her early work, 
painting a number of scenes of pub- 
lic life in Paris. 

Despite her decision to live 
abroad, she played a significant role 
at home by exhibiting in the United 
States and advising important col- 
lectors. She had ties, both through 
her family and her work, to many 
wealthy American art patrons, among 
them her brother Alexander; Louisine 
and H. O. Havemeyer; John G. 
Johnson; Alfred Atmore Pope and 
his wife, Ada; and Berthe Honore 
Palmer. "I am an American, simply 
and frankly an American,'* she told 
her French biographer in 1913.'^ kr 
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WILLIAM MERRITT 

CHASE 

1849— 1916 

Born in Williamsburg (now Nineveh), 
Indiana; in 18 61 moved with family 
to Indianapolis, where he studied 
with Barton S. Hays. Went to New 
York in 1869 to work at the National 
Academy of Design under Lemuel E. 
Wilmarth for two years, until his 
father could no longer support him. 
Joined his family in St. Louis but left 
for Munich in 187Z, when local art 




William Merritt Chase in His Tenth Street 
Studio, Mimicking the Pose of His Wife in 
the Pastel Meditation (Private Collection) 
Hanging Behind Him, ca. 1895. Gelatin 
silver print. The Parrish Art Museum, 
Southampton, New York, William 
Merritt Chase Archives, Gift of Jackson 
Chase Storm 



patrons offered to finance his study 
abroad. Painted at the Royal Acad- 
emy, Munich, from 1872 to 1878 
under Alexander von Wagner and 
then Karl Theodor von Piloty and 
was influenced by the German realist 
Wilhelm Leibl. Traveled to Venice 
with fellow students Frank Duveneck 
and John H. Twachtman in 1877. 
Returned to New York in 1878 to 
begin brilliant teaching career, first 
at the Art Students League and sub- 
sequently at the Brooklyn Art School, 
the School of The Art Institute of 
Chicago, the Pennsylvania Academy 
of the Fine Arts, Philadelphia, and 
the Chase School of Art (later the 
New York School of Art and today 
the Parsons School of Design), as 
well as privately at his studio. Con- 
ducted important classes outdoors 
on Long Island at his Shinnecock 
Hills Summer School of Art from 
1891 to 1902. Took groups of stu- 
dents to Europe annually from 1903 
to 191 3. Was a leader of progressive 
art organizations, such as the Society 
of American Artists and the Society 
of Painters in Pastel, and, after 
Twachtman 's death in 1902, a regu- 
lar participant in the annual shows 
of Ten American Painters, Exhibited 
widely to great acclaim. Died in 
New York. 



Chase's reputation was built upon 
multiple roles — tastemaker, teacher, 
and painter. His famous, lavishly 
decorated studio and the aesthetic 
personal appearance he contrived 
presented a worldly and cultured 
image to patrons, who not only 
commissioned works but also were 
influenced by his taste and his own 
collecting habits. Arguably the most 
important American teacher of his 
generation. Chase emphasized tech- 
nique, particularly the mastery of 
brushwork and use of color. Many 
of his students simply emulated his 
Impressionist style, but he also taught 
Rockwell Kent and Charles Webster 
Hawthorne, as well as early expo- 
nents of abstraction, such as Joseph 
Stella and Georgia O'Keeffe. In his 
own work Chase explored a wide 
range of subjects and responded to 
many international art currents. Two 
principal styles are discernible in his 
painting: a somber realism, reserved 
for portraits, interior scenes, and 
still lifes, and a brilliant Impression- 
ism, used for landscapes and out- 
door genre scenes. Chase was among 
the first Americans to practice plein 
air painting and, in the mid-i88os, 
was the first to apply French innova- 
tions to scenes of urban life, princi- 
pally set in New York's parks. In 
Chase's Shinnecock landscapes he 
transformed unpicturesque topogra- 
phy into expressions of dazzling 
beauty, replete with effects of bril- 
Uant sunlight and vivid color, nmb 
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WILLIAM GLACKENS 
187O-1938 

Born in Philadelphia, where his father 
was a railroad employee. Took a 
job as an artist-reporter at the Phila- 
delphia Record in 189 1 and a year 
later joined the Philadelphia Press, 
working with John Sloan, George 
Luks, and Everett Shinn. Attended 
evening painting classes at the Penn- 
sylvania Academy of the Fine Arts, 
Philadelphia, where his instructor 
was Thomas Anshutz. In June 1895 
embarked on a fifteen-month stay in 
Paris, where he often saw Robert 
Henri, a friend from Philadelphia, 
and Canadian artist James Wilson 
Morrice. Traveled in Belgium and 
Holland, studying paintings by 
Rembrandt and Hals, and in north- 
ern France. Returned briefly to Phila- 
delphia in fall 1896 but soon moved 
to New York; here he shared a studio 
with Luks and executed illustrations 
for the New York World and later 
the New York Herald. In 1898, as a 
special correspondent for McClure's 
Magazine, drew scenes of the Spanish- 
American War. Married Edith 
Dimock, an art student and the 
daughter of a wealthy Hartford silk 
manufacturer, in 1904, achieving 
financial security that permitted fre- 
quent travel to Europe and provided 
support for his painting. In 1906 
went to Spain, where he viewed works 
by Goya and Velazquez, and to Paris. 
Participated in the exhibition of The 
Eight at the Macbeth Galleries, New 
York, in 1908. Spent summers in 




Gertrude Kasebier. William Glackens, 
1907. Platinum print, S'/g x 6^/4 in. 
(20.6 X 1 5.9 cm). Delaware Art Museum, 
Wilmington, Gift of Helen Parr Sloan 
78-589.14 
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Bellport, Long Island, each year from 

1911 to 1914. Returned to Paris in 

19 1 2 with Alfred Maurer to buy pic- 
tures for collector and former school- 
mate Albert C, liarnes. Served as 
chairman of the Domestic Commit- 
tee for the New York Armory Show 
of 1913. Summered in New London, 
Connecticut, in 191 8 and Gloucester, 
Massachusetts, in 1919. Resided in 
Paris from 1925 to 1927, during 
which time he also traveled to Lon- 
don and to Vence in the south of 
France. Died in Connecticut. 

Glackens shared with most of his 
fellow New York Realists early train- 
ing as an illustrator, which equipped 
him to represent with objectivity and 
economy the drama and humanity of 
urban life. Through Henri, Glackens 
was drawn to the works of Edouard 
Manet; he emulated these French 
models in a number of cafe scenes 
but gave them an American inflection. 
However, more than the others in 
Henri's circle he adopted the cheer- 
ful outlook of such French Impres- 
sionists as Pierre- Auguste Renoir and 
Claude Monet and, particularly after 
about 1908, increasingly employed 
Renoir's high-key palette and feath- 
ery brushwork. As a result, in some 
respects Glackens's work more closely 
recalls the sunny art of the American 
Impressionists than the tougher pic- 
tures of his American Realist col- 
leagues. VJR 
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CHILDE HASSAM 
1859-1935 

Born in Dorchester (now part of 
Boston), Massachusetts, the son of a 
wealthy merchant. Took drawing in- 
struction from Walter Smith. Went 
to work for the publisher Little, 
Brown and Company as a bookkeeper 
in 1876, but soon left to design and 
cut woodblocks for Boston engraver 
George E. Johnston. In 1877-78 stud- 
ied at the Boston Art Club and the 
Lowell Institute, Boston, and, begin- 
ning about 1879, attended a paint- 
ing class taught by Munich-trained 
Ignaz Marcel Gaugengigl, Established 
a studio in Boston in the early 1880s 
and supported himself by doing il- 
lustrations for Scribners Monthly, 
Harper's New Monthly Magazine, 
and the Century, Influenced by Bos- 
ton Art Club landscape artists, 
painted outdoor views of Boston and 
its inhabitants. Traveled in Great 
Britain and on the Continent with 
fellow painter Edmund H. Garrett in 
1883. In Paris from 1886 to 1889; 
studied at the Academie Julian under 
Jules-Joseph Lefebvre, Henri-Lucien 
Doucet, and Gustave-Rodolphe 
Boulanger. Worked independently in 
a studio in a fashionable area near 
place Pigalle and by 1887 produced 
canvases that respond to contempo- 
rary paintings by the Impressionists. 
After return to the United States, 
stayed briefly in Boston and then 
settled in New York, where John H. 
Twachtman and J. Alden Weir be- 
came close friends and professional 
colleagues. From the mid-18 80s 
through 19 1 6 summered at resorts 
popular with artists, such as Apple- 
dore Island, in the Isles of Shoals, off 
the New Hampshire coast; Glouces- 
ter, Massachusetts; and Cos Cob, 
Connecticut, which offered subjects 
for his pictures. Went to Europe for 
a year beginning late in 1896, visit- 
ing Italy, France, and England. Helped 
organize the Ten American Painters 
in 1897. Began to frequent other 
Connecticut retreats, most notably 
Old Lyme, in 1903. Extensive travels 
continued: to the West Coast a num- 
ber of times, beginning in 1908, and 
Europe again in 1910. From 1916 
through 19 19 demonstrated the con- 
tinued viability of the Impressionist 
style in a series of flag pictures that 
express his love of New York and his 
country. Began extensive printmak- 
ing in the 1920s. During the 1920s 
and 1930s divided his time between 
New York and East Hampton, Long 
Island, where he died. 




Childe Hassam in his studio, ca, 1890. 
Boston Public Library, Print Department, 
Gift of Charles Childs 

Hassam worked in a style close to 
that of the French Impressionists, 
although he acknowledged only the 
influence of English painters John 
Constable and J. M. W. Turner. 
Hassam's first Impressionist canvases, 
painted in Paris in the late 1880s, are 
restrained: his outlines are crisp and 
his brushwork is broken yet delicate 
and tighdy controlled. By the 1890s, 
when New York became the subject 
of his urban views, he employed 
roughened paint surfaces, a light pal- 
ette, and innovative compositional 
elements he had observed in paint- 
ings by Camille Pissarro and Claude 
Monet. Hassam concentrated on re- 
cording, as if for an impressionistic 
social history, the pleasant aspects of 
New York, which he considered to 
be the most beautiful of all cities. He 
also explored his own New England 
heritage in landscapes and views of 
churches, always celebrating the pos- 
itiveness of the American spirit, vjr 
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CHARLES WEBSTER 
H AWTH O RNE 
1872— 1930 

Born in Lodi, Illinois, but raised in 
Richmond, Maine, where his father 
was a ship*s captain. Settled about 
1890 in New York, working on the 
docks and then in a stained-glass 
factory. Studied at the Art Students 
League from 1893 to 1895 with Frank 
Vincent Du Mond, George de Forest 
Brush, and H. Siddons Mowbray. 
Attended William Merritt Chase's 
outdoor class at the Shinnecock Hills 
Summer School of Art in 1896 and 
served as the school's secretary and 
treasurer the following summer. 
Helped found and manage the 
Chase School of Art (later the New 
York School of Art and today the 
Parsons School of Design). Traveled 
in 1898 to Holland and was impressed 
by the work of Hals there. Estab- 
lished the Cape Cod School of Art in 
Provincetown, Massachusetts, where 
he taught every summer from 1899 
to 1930, except 1907 and 1929, when 
he was abroad. Resided in New York 
during the winters but traveled widely. 

Hawthorne's reputation is based 
on sensitive genre studies of New 
Englanders, hardworking people of 
humble origins involved in the fishing 
industry. He endowed his models 
with dignity and monumentality, re- 
vealing their complex personalities 
and strong characters. "One of the 
greatest things in the world is to 
train ourselves to see beauty in the 
commonplace," he explained to his 
students.^ Drawing upon his studies 
with Chase and his great admiration 
for Hals, he worked in a dark, rich 
palette, employing powerful brush- 
work and sometimes using a palette 
knife to create simplified forms. 
Throughout his long teaching career 
Hawthorne encouraged his students 
to pursue individualistic styles and 
to embrace contemporary subject mat- 
ter. His school closed after his death, 
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but his presence had helped establish 
Provincetown as an artistic center. 
His paintings fulfill his artistic goal: 
"to express something about the hu- 
manity of my time that will live." ^ tt 
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ROBERT HENRI 
1865-1929 

Born Robert Henry Cozad in Cincin- 
nati. Father was a riverboat gambler 
turned real-estate speculator, who 
moved the family west to the town of 
Cozad, Nebraska, which he founded. 
When his father killed a workman in 
a dispute, the family fled, changed 
names, and lived thereafter under 
assumed identities. In 1886 Henri 
left home in Adantic City, New Jer- 
sey, to begin schooling at the Penn- 
sylvania Academy of the Fine Arts, 
Philadelphia, with Thomas Anshutz. 
Sailed for Europe in 1888 and settled 
in Paris, where he worked with 
Adolphe-William Bouguereau and 
Tony Robert-Fleury at the Academic 
Julian. After several unsuccessful at- 
tempts, matriculated in the Ecole des 
Beaux- Arts for one semester in 189 1 
but chafed at the rigors of academic 
study. In 1889 and 1890 traveled to 
popular sketching locales and to see 
works by the old masters. Departed 
for home in September 1891 and by 
January 1892 resumed study at the 
Pennsylvania Academy, with Robert 
Vonnoh. During the 1890s became 
the leader of a circle of independent 
artists and art students, several of 
whom later reunited with him in 
New York to form the nucleus of 
The Eight. In 1892 began his long 
and distinguished teaching career, 
when he took a post at the Philadel- 
phia School of Design for Women. 

From 1886 to 1900 traveled often 
to Paris and other European loca- 
tions. By 1900, when he and his wife 
moved to New York after two years 
in Paris, was an established artist 
and instructor. In New York taught 
at the Chase School of Art (later the 
New York School of Art and today 
the Parsons School of Design) from 
1902 until 1909, presided over the 
Henri School of Art from 1909 until 
191 2, and taught at the Modern 
School of the Ferrer Society from 
1911 until 1916 and the Art Students 
League from 1912 until 1928. Elected 
an associate of the National Academy 
of Design in 1905 and a full acade- 
mician the following year. Served on 
National Academy exhibition juries 
but, frustrated by that institution's 
conservative stance, planned shows 
outside it. Went often to sites popu- 
lar with artists on Monhegan Island, 
Maine, in Santa Fe, and San Diego; 
also spent time in Spain and later, 
with his second wife, an Irish- 
American, in Ireland. 




Robert Henri in his Philadelphia studio, 
ca. 1894 

Henri's reputation rests as much on 
his efforts as a teacher and anti- 
establishment rebel as on his artistic 
achievements. He taught Realists 
George Bellows, Edward Hopper, 
Rockwell Kent, and William Cropper, 
as well as modernists Patrick Henry 
Bruce, Randall Davey, Andrew 
Dasburg, Morgan Russell, Man Ray, 
Yasuo Kuniyoshi, and Stuart Davis. 
Clearly, his teaching opened the door 
for his students to pursue directions 
that he did not choose for himself. 
Henri energized and inspired the 
Ashcan School and in 1908 helped 
bring about the landmark show of 
The Eight at the Macbeth Galleries, 
New York, that challenged the hege- 
mony of the National Academy. In 
1910 he was an organizer of the 
Exhibition of Independent Artists 
in New York. After the Armory Show 
of 1913 Henri's work was esteemed 
mainly by conservative American 
artists and critics who resisted 
European-inspired modernism, espe- 
cially abstraction. 

Committed to social issues, Henri 
advocated an art that was relevant to 
life. "Life and art cannot be disasso- 
ciated," he said;^ and he wrote, "Art 
when really understood is the prov- 
ince of every human being."^ His 
work reflects these dicta as well as 
the legacy of the masters he revered — 
Rembrandt, Velazquez, Hals, Edouard 
Manet, James McNeill Whisder, and 
Thomas Eakins. akn 
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ROCKWELL KENT 
1882-1971 

Born in Tarry town, New York, to a 
genteel but impecunious family. 
About 1900 studied architecture at 
Columbia University, New York, and, 
during the summers, painted at Shin- 
necock Hills, Long Island, with 
William Merritt Chase. In 1904 en- 
rolled at the New York School of 
Art (formerly the Chase School of 
Art and now the Parsons School 
of Design), where his instructors in- 
cluded Robert Henri and Kenneth 
Hayes Miller, and served as a studio 
assistant to painter Abbott H. Thayer 
in Dublin, New Hampshire. Worked 
as a draftsman for the architectural 
firm Ewing and Chappell, New York, 
sporadically from 1904 to 191 3. First 
visited Monhegan Island, Maine, at 
Henri's suggestion in 1905; worked 
as a laborer there until 1910 and, 
inspired by Winslow Homer, painted 
scenes on the themes of winter, the 
sea, and fishermen. Exhibited Mon- 
hegan Island pictures at Clausen Gal- 
leries, New York, in 1907 to much 
acclaim. Two years later began to 
teach summer classes on Monhegan 
Island with Julius Golz. Traveled to 
Newfoundland in 1910 and lived 
there in 1914-15, until the Canadian 
government expelled him for his anti- 
war views. Visited remote unspoiled 
sites that became the subject matter 
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of much of his art and writing. Painted 
on Fox Island, Resurrection Bay, 
Alaska, in 1918— 19. In 1920 moved 
to Vermont; published his first book, 
Wilderness; and, encouraged by print 
connoisseur Carl Zigrosser, began 
making wood engravings. Voyaged 
to Tierra del Fuego and the Strait of 
Magellan in 1922. From 1925 to 
1928 toured in France and Ireland 
and lived in Glenlough, county Don- 
egal, in 1926. Traveled to Greenland 
in 1928-29, 1931-32, and 1934-35. 
In 1927 in New York State's Adiron- 
dacks established Asgaard Farm, his 
principal residence for the remainder 
of his life. 




Rockwell Kent. Self-Portrait^ ca. 1905. Oil 
on canvas mounted on panel, i8 x 1 5 in. 
(45.7 X 38.1 cm). Plattsburgh Star Art 
Galleries, State University of New York, 
Gift of Sally Kent Gorton 



Kent, who achieved recognition as a 
painter, printmaker, book designer, 
and writer, worked actively for almost 
sixty-five years, but only during the 
first two decades of the twentieth 
century did he maintain close ties to 
the American Impressionists and 
Realists. Joining his mentor Henri as 
an advocate for artist's causes, Kent 
took part in the Exhibition of 
Independent Artists in New York in 
1910 and the following year orga- 
nized an independent exhibition in 
which he called for participants to 
forgo showing at the National Acad- 
emy of Design. Although Kent was a 
committed and outspoken socialist 
and political activist, he did not ad- 
dress the urban scene in his paintings. 
As Bruce Robertson has observed, 
'*The poles of Kent's art were his 
passionate identifications with the 
North and with the working class. 
He ennobled hard labor and suffer- 
ing in his art, identifying class strug- 
gle not with the urban proletariat 



but with the honest peasant."' Kent's 
early paintings evince a great vitality 
and a deep appreciation of isolated 
landscape settings, but as early as 
1909 his work is characterized by 
a somber mood, often conveyed 
through the treatment of figures. Over 
the next decade he developed an in- 
creasingly expressive style that relied 
on symbolic content and, responding 
to a new awareness of modernism, a 
reduction of detail, db 
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ERNEST LAWSON 
1873-I939 

Born in Halifax, Nova Scotia, the 
son of a physician. Raised by rela- 
tives in Kingston, Ontario, from 1883 
to 1888, when he rejoined his imme- 
diate family in Kansas City, Missouri. 
Worked for a textile designer and 
studied in 1888-89 the Kansas 
City Art Institute. Was hired in 1890 
as a draftsman for an engineering 
firm in Mexico City, where he at- 
tended evening classes at the Acade- 
mia Nacional de San Carlos. Moved 
to New York in 189 1 and continued 
studies at the Art Students League 
with John H. Twachtman and took a 
plein air class in Cos Cob, Connecti- 
cut, with Twachtman and J. Alden 
Weir in summer 1892. Lived in France 
from 1893 to 1896 except for a trip 
to Kansas City in 1894. Studied at 
the Academic Julian in Paris in 1893 
with Jean-Paul Laurens and Jean 
Joseph Benjamin-Constant and met 
Impressionist Alfred Sisley at Moret- 
sur-Loing. Resided in various Cana- 
dian and United States cities until he 
setded in 1898 in Washington Heights, 




William Glackens. Portrait of Ernest 
Lawson [19 10], Oil on canvas, 30 x 25 in. 
(76.2 X 63.5 cm). National Academy of 
Design, New York 



on the northern tip of Manhattan, 
the site of most of his painting activ- 
ity for the next fifteen years. Through 
his friendship with William Glackens, 
joined forces with The Eight. Pic- 
tures were purchased by such major 
collectors as Albert C. Barnes, 
Duncan Phillips, and John Quinn. 
By the 1920s his work was regarded 
as retardataire. Suffered from alco- 
holism and rheumatoid arthritis, sep- 
arated from his wife, and experienced 
financial problems. Traveled and 
taught widely in the United States 
and, beginning in 1931, made annual 
trips to Florida, where he remained 
after 1936. Worked productively until 
his death in Coral Gables, Florida. 

A second-generation Impressionist 
whose style was inspired by Weir 
and Twachtman, Lawson departed 
from his mentors by boldly and con- 
sistently applying the Impressionist 
approach to modern urban scenes, 
principally the landscape in and 
around New York. His was an ex- 
pressively heightened version of 
Impressionism, with distinctive, var- 
iegated colors that led one contem- 
porary critic to dub him "Lawson, of 
the 'Crushed Jewels.' He was par- 
ticularly fascinated by subjeas that 
reflected the increasing urbanization 
of Manhattan. While a member of 
The Eight, Lawson maintained a 
career-long alliance with the National 
Academy of Design, moving comfort- 
ably in both progressive and conser- 
vative art circles. His paintings 
contain little social comment and 
often reflect a romantic idealization 
and nostalgia. By effectively recon- 
ciling an older style with new sub- 
ject matter Lawson bridged the poles 
of American Impressionism and 
Realism, tt 
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GEORGE LUKS 
1866-193 3 

The son of cultured and educated 
German immigrants, born in the 
lumber town of Williamsport, Penn- 
sylvania. At age six moved to Shen- 
andoah, Pennsylvania, where his 
parents actively supported miners' 
fight for better working conditions 
and higher wages. Studied briefly at 
the Pennsylvania Academy of the 
Fine Arts, Philadelphia, in 1883 but 
soon left to tour the country as a 
comedian. Departed in 1889 for 
Dusseldorf, where he enrolled at the 
National Art Academy and, during 
Oaober of that year, at the Diisseldorf 
Academy. Visited museums and gal- 
leries in Paris and London. After 
return to the United States in 1890 
or 1891, drew illustrations for the 
satirical magazines Puck and Truth. 
Traveled during the winter of 1892—93 
in Spain, where he admired the work 
of Goya and Velazquez. Back in Phil- 
adelphia began work as an illustra- 
tor for the Philadelphia Press in 1894, 
when he took up painting in earnest. 



Gertrude Kasebier. George Luks^ 1907. 
Platinum print, SVs x 6'/, in, (20.6 x 
15.9 cm). Delaware Art Museum, Wil- 
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Formed close friendships with Robert 
Henri, John Sloan, William Glackens, 
and Everett Shinn, all of whom later 
constituted the nucleus of the Ash- 
can School in New York. Was an 
illustrator-reporter in Cuba in 1895 
but was fired for drunkenness and 
tardiness. Settled in New York in 
1896 and soon secured a job drawing 
illustrations, caricatures, and the 
weekly cartoon page known variously 
as "The Yellow Kid," *'Hogan's 
Alley," and "McFadden's Flats" for 
the New York World. After a trip to 
Spain in 1902 settled in New York's 
Greenwich Village. Participated in a 
show organized by Henri at the Na- 
tional Arts Club, New York, in 1904 
and the landmark exhibition of The 
Eight at the Macbeth Galleries, New 
York, in 1908. In 1912 moved to an 
apartment-studio in upper Manhat- 
tan near High Bridge Park, where 
the rocky landscape, railroad yard 
and tracks, bridges, and river became 
favored subjects. Taught in New York 
at the Art Students League from 1920 
to 1924, when he opened his own 
school in this city. Visited Maine's 
Cape Elizabeth in 1922. Married 
three times; divorced twice. Died in 
New York from injuries sustained in 
a speakeasy fight. 

A man of extreme contradictions, 
Luks was known to change quickly 
from barroom brawler to gentleman 
and back again. He immersed him- 
self completely in the New York urban 
scene, which he painted with the 
same gusto and aggressively confron- 
tational, direct approach he brought 
to his life. Early in his career he was 
influenced by the old masters, finding 
particular inspiration in the dramatic 
lighting of Rembrandt and the loose, 
painterly brushwork of Hals, as well 
as in the work of Edouard Manet. 
His sensitive portrayals of washer- 
women, street urchins, and ordinary 
shopclerks were animated by his em- 
pathy with common people and his 
reporter's ability to observe and re- 
cord. These feelings and talents are 
eminently visible in Luks's most suc- 
cessful representations of New York's 
street life and its ghetto dwellers, 
painted from 1900 to 1 9 10. vjR 
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ALFRED MAURER 
1868-I932 

Born in New York, to Louis Maurer, 
a German-born lithographer and 
carver who at one point studied paint- 
ing with William Merritt Chase. 
Apprenticed in his father's lithogra- 
phy shop but by 1894 was moving in 
the direction of fine art. Took classes 
with Edgar Melville Ward privately 
and at the National Academy of 
Design, New York, from 1885 to 
1888 and 1889 to 1896. In 1897 left 
New York to study art in Paris and, 
ultimately, to live there. Studied briefly 
at the Academic Julian, but there is 
no further record of his instruction. 
Showed at the Paris Salons of 1899 
and 1900 and won recognition at 
home, participating in group exhibi- 
tions in Chicago, Philadelphia, and 
New York, including one at the Allen 
Gallery, New York, in 1901, organ- 
ized by Robert Henri, whom he 
had met in Paris. In Paris in about 
1904 was introduced to Gertrude 
and Leo Stein and exposed to the 
work of the French avant-garde, 
whose influence soon transformed 
his art so completely that it could no 
longer be shown compatibly with 
that of Henri and his associates. In 
1909 his new paintings were paired 
with those of John Marin in a show 
at Alfred Stieglitz's gallery, 291, in 
New York; the following year he 
participated in a group show at the 
same gallery. He did not exhibit 
again in New York until 1913, when 
his works were included in the 
Armory Show. Returned to New York 
in 1914 to escape the war in Europe. 
Counted William Glackens and 
Arthur Dove among his closest 
friends. In 19 19 was elected a direc- 
tor of the Society of Independent 
Artists, a coalition of anti-academics 



and modernists who came together 
in New York to show American art. 
Was given a one-man show at Weyhe 
Gallery, New York, in 1924. After 
nearly two decades of experimenta- 
tion and little critical praise, com- 
mitted suicide only a few weeks after 
the death of his more acclaimed 
hundred-year-old father. 




Alfred Maurer. Self-Portrait, 1897. Oil on 
canvas, zSV^x 21 in. (73 x 53.3 cm). 
Frederick R. Weisman Art Museum, 
University of Minnesota, Minneapolis, 
Gift of lone and Hudson Walker 53.301 

Maurer absorbed many influences, 
joining no school and working in a 
succession of idioms, moving from 
commercial lithography through 
painting in a Realist manner, finally 
inventing a personal style that pro- 
claimed his affinity with the European 
avant-garde. In the 1920s he pro- 
duced still lifes and a series of dis- 
turbing studies of women, shown 
alone or in pairs; most are heads, but 
some are full or half views, recogniz- 
able but distorted. Maurer was one 
of the first painters from the United 
States to appreciate European mod- 
ernism and to translate it into an 
idiosyncratic, peculiarly American 
language, akn 
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WILLARD METCALF 
1858-1925 

Born in Lowell, Massachusetts, to 
working-class parents. Lived in vari- 
ous locations in Massachusetts until 
his family settled in Cambridgeport 
in that state in 1871. While appren- 
ticed to a wood engraver at age 
sixteen, attended the Massachusetts 
Normal Art School, Boston. Appren- 
ticed to painter George Loring Brown 
and attended the Lowell Institute in 
1875. The next year enrolled in the 
School of the Museum of Fine Arts, 
Boston, where his instructor was Otto 
Grundmann. Earned enough money 
from work as an illustrator for Har- 
pefs New Monthly Magazine and 
proceeds from the auction of his 
work at the J. Eastman Chase Gal- 
lery, Boston, to finance a trip to 
Europe. Abroad from 1883 to the 
end of 1888, studied in Paris in 
1883-84 at the Academie Julian 
under Gustave-Rodolphe Boulanger 
and Jules-Joseph Lefebvre and spent 
summers in the villages of Grez-sur- 
Loing and Giverny, where Claude 
Monet made his home. Traveled to 
North Africa in 1887. In 1889 re- 
turned to Boston, where he was given 
a solo exhibition at the St. Botolph 
Club. In 1890 moved to New York 
and supported himself by teaching 
at the Art Students League in 1891-92 
and the Cooper Institute from 1891 
to 1903 and with commissions for 
magazine illustrations. In 1897 was 
a founding member of the Ten Amer- 
ican Painters. Suffered from alco- 
holism and experienced two failed 
marriages. Worked in a number of 
country retreats: Gloucester, Massa- 
chusetts, in 1895; Walpole, Maine, 
in winter 1903-4; Old Lyme, Con- 
necticut, in 1903 and from 1905 to 
1907; and Cornish, New Hampshire, 
from 1909 to 191 1. 




Willard Metcalf in his studio, ca. 1 883-90 
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One of the first Americans to dis- 
cover and paint in Giverny, Metcalf 
spent part of each year there from 
1885 to 1888 and became an integral 
part of its artists' colony. The works 
he exhibited at the St. Botolph Club 
upon his return home were among 
the first glimpses the American pub- 
lic had of their own school of Im- 
pressionism. Critically and financially 
successful, Metcalf devoted his ca- 
reer to painting the New England 
landscape, demonstrating what at 
his death was hailed as "a masterly 
gift for drawing the portrait of a 
place."' His large-scale panoramic 
views of Vermont and New Hamp- 
shire, many done as late as the 1920s, 
are testimony to the enduring vitality 
of the Impressionist style, ls 
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MAURICE PRENDERGAST 
1858-1924 

Born in St. John's, Newfoundland, 
to a shopkeeper, who moved the 
family to Boston in 1868. Left school 
after only eight or nine years. Worked 
for a firm that made display cards. 
Never married and throughout his 
life was accompanied and supported 
by his brother Charles, a gifted frame- 
maker and artist. Visited England 
with Charles in 1886. Returned to 
Boston in 1887 and again designed 
display c^rds. By 1889 began to spend 
summers painting at various beach 
resorts. Remained in Boston from 
1887 to 1S91, a period in which he 
became a self-sufficient artist. Arrived 
in Paris in 1891 with Charles, who 
soon returned home; stayed until 
1894. Enrolled at the Academic Ju- 
lian and the Atelier Colarossi from 
1891 to 1893. While in Paris his 
work began to reflect the Nabi, Sym- 
bolist, Whistlerian, Art Nouveau, 
and Japanesque influences that would 
coalesce into his distinctive style. 
Lived in Boston again from 1894 to 
1898. Worked mostly in watercolor 




Gertrude Kasebier. Maurice Frendergast, 
1907-8. Platinum print, 8^4 x 6V1 in. 
{^^.^ x 16.5 cm). Delaware Art Museum, 
Wilmington, Gift of Helen Farr Sloan 
78-589-18 



and monotype and undertook com- 
missions for book illustrations and 
poster designs. Made his gallery debut 
in 1895 the Boston Art Club. 
Started to exhibit widely in Boston 
and New York during the late 1890s. 
Serious commitment to oil painting 
began after the turn of the century. 
With financial help from Boston art- 
ist and art patron Sarah Choate Sears, 
spent eighteen months in Italy in 
1898-99. Thereafter divided his time 
between Boston and New York, until 
encouragement of friends in New 
York convinced him to relocate there 
in 19 14. Introduced by William 
Glackens to Robert Henri, whose 
circle he joined. In 1904 showed at 
the National Arts Club, New York, 
with Henri, Glackens, George Luks, 
John Sloan, and Arthur B. Davies. 
Summered in Paris in 1907 and was 
profoundly affected by the work of 
Paul Cezanne and the Fauves. Partici- 
pated in the show of The Eight at 
the Macbeth Galleries, New York, in 
1908, and the Exhibition of Inde- 
pendent Artists in New York in 19 10. 
The following year returned to Italy 
with Charles. In the United States in 
19 1 z helped plan the Armory Show 
of 1913 in New York. After 1914 
painted arcadian scenes in a classi- 
cized, monumental symbolist mode. 
Died in New York. 

Despite the traditional view of 
Prendergast's career as a struggle 
against obscurity, it is now clear that 
he had always enjoyed some level of 
recognition and support. Although 
Prendergast achieved fame as a mem- 
ber of The Eight, his style is unlike 
that of any of his colleagues in that 



group, incorporating impulses from 
European modernism — especially 
Fauvism — which had little effect upon 
the work of his confreres. Yet his 
commitment to subjects drawn from 
common experiences of modern life 
links him with his contemporaries 
among the American Impressionists 
and Realists. Perhaps even more than 
his associates, though, he transformed 
the mundane world of city parks and 
day-trip beaches into glorious feasts 
of movement, color, and pattern, akn 
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THEODORE ROBINSON 
1852-1896 

Born in Irasburg, Vermont, and raised 
in Townshend, Vermont, and Evans- 
ville, Wisconsin. Suffered from 
chronic asthma, which caused his 
death at age forty-three. Studied in 
Chicago in 1869 or 1870 and in New 
York from 1874 to 1875 at the Na- 
tional Academy of Design. He is said 
to have been involved in founding 
the Art Students League in New 
York. Continued training in Paris 
from 1876 to 1879 in the indepen- 
dent atelier of Charles-Emile-Auguste 
Durand (Carolus-Duran) and at the 
Ecole des Beaux-Arts, where his 
atelier instructor was Jean-Leon 
Gerome and where he matriculated 
for four semesters of drawing under 
Adolph Yvon. Returned to the United 
States in 1879; settled in New York 
in 1881. From 1879 to 1884 supported 



himself by teaching and doing deco- 
rative work, such as murals and pan- 
els for projects undertaken by John 
La Farge. From 1884 to 1892 divided 
his time between the United States 
and France. Salon catalogues of 1887 
to 1890 identify him as a pupil of 
Jean Joseph Benjamin-Constant, but 
his works show the influence first of 
the Barbizon paintings of Jean- 
Francois Millet and then of the Im- 
pressionism of Claude Monet. Spent 
the final four years of his life in 
America, where close associates in- 
cluded J. Alden Weir and John H. 
Twachtman. Worked in New York, 
New Jersey, and New England, teach- 
ing outdoor painting classes. Major 
retrospective at the Macbeth Galler- 
ies, New York, in 1895 was greeted 
with warm reviews but few sales. 
Died in New York, penniless and 
alone. 




Theodore Robinson and friend, n.d. Terra 
Museum of American Art, Chicago, Gift 
of Mr. Ira Spanierman 1985.1.25 



An early and leading American Im- 
pressionist, Robinson met Monet at 
Giverny in 1888 and, although never 
his pupil, worked closely with him. 
Robinson adopted the characteristic 
features of the Impressionist style 
and working technique, integrating 
the lessons of his academic training 
and earlier study of French Barbizon 
painting with the innovations of the 
new mode. Following Monet's ex- 
ample, he explored several major 
themes serially — panoramic views of 
the Seine valley in France and land- 
scapes that represented the Delaware 
and Hudson Canal in Napanoch, 
New York, and the harbor at Cos 
Cob, Connecticut. He also emulated 
Monet's devotion to native landscape 
by seeking subjects in New England, 
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particularly in his native Vermont, 
that expressed national pride and 
nostalgia for the past. Through the 
exhibition of his paintings and con- 
tact with colleagues on regular trips 
home, Robinson became an impor- 
tant conduit for the spread of Im- 
pressionism in the United States. The 
diary he compiled from 1892 to 1896 
chronicles the evolution of American 
Impressionism during its heyday, ls 
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JOHN SINGER SARGENT 
1856-I925 

Born in Florence, the son of an expa- 
triate American family originally from 
Gloucester, Massachusetts; led a peri- 
patetic childhood abroad and was 
taught academic subjects informally 
by his father. Learned to draw, paint 
watercolors, and play the piano while 
very young and was proficient in 
four languages at an early age. Re- 
ceived some art instruction at the 
Accademia delle Belle Arti, Florence. 
Moved to Paris in 1874 and enrolled 
in the independent atelier of portrait- 
ist Charles-Emile-Auguste Durand 
(Carolus-Duran). Supplemented this 
training with studies in drawing at 
the Ecole des Beaux- Arts, where he 
matriculated in October 1874. Ap- 
pears to have received additional 
instruction from the portraitist Leon 
Bonnat, another independent teacher. 
Made his first trip to the United 
States in 1876. In 1877, when he was 
twenty-one, his first submission to 
the Paris Salon was accepted, mark- 
ing the beginning of a series of criti- 
cal triumphs. Traveled to Spain in 

1879 and Holland in 1880, studying 
first-hand the works of Velazquez 
and Hals. Sojourned in Venice in 

1880 and 1882 but worked primarily 
in Paris until 1884, when his provoc- 
ative portrait Madame X (Madame 
Pierre Gautreau) of that year (The 
Metropolitan Museum of Art, New 
York) created a scandal. Settled in 
London by 1886, when he was among 
the founding members of the New 
English Art Club. During the sum- 
mers of 1885 and 1886 stayed in 




John Singer Sargent in his Paris studio, 
ca. 1884-86 

Broadway, England, in the company 
of Francis Davis Millet and his fam- 
ily, Edwin Austin Abbey, and Alfred 
Parsons. Spent the summers of 1887 
through 1889 in Henley, Calcot Mill, 
and Fladbury, respectively. Worked 
in the United States in 1887-88, when 
his first one-man exhibition was 
mounted in this country, completing 
about twenty portrait commissions. 
After further travel in Europe, re- 
turned to the United States in the 
winter of 1889-90 in order to paint 
approximately forty more portraits. 
At this time received a commission 
for mural decorations for the new 
Boston Public Library, a project not 
completed until 1916. Was elected an 
academician of both London's Royal 
Academy and New York's National 
Academy of Design in 1897. Com- 
prehensive exhibition of his paint- 
ings was held in Boston in 1899. 
About 1908 gave up portrait paint- 
ing but continued to draw informal 
charcoal portraits. Traveled exten- 
sively in the United States and over- 
seas, recording in oil and watercolor 
the scenic places he visited and the 
friends and family members who 
often accompanied him. During 
World War I went to the French 
front in 1918 to execute watercolor 
and charcoal sketches of American 
and British troops. Painted murals 
for the Museum of Fine Arts, Bos- 
ton, from 1916 to 1925 and in 1921 
accepted a commission for two pan- 
els for the Widener Memorial Li- 
brary at Harvard University. Died in 
London. 



American by birth but European by 
virtue of his cosmopolitan upbring- 
ing and lifestyle, Sargent produced 
both portraits and informal works; 
it is in these latter paintings that he 
experimented with the innovations 
of French Impressionism. He discov- 
ered Impressionist painting during 
his Paris years, when all of the exhi- 
bitions of the French group took 
place. Sargent's magnificent plein air 
landscapes, done in the English coun- 
tryside from 1885 to 1889, reveal the 
direct influence of his friend Claude 
Monet, whom he probably met in 
Paris in 1876 and whom he visited in 
Giverny, first in 1887 and twice more 
by 1891. A second and even more 
productive episode of Impressionist 
experimentation by Sargent occurred 
in the first two decades of the twenti- 
eth century, when he ceased painting 
portraits on commission, nmb 
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EVERETT SHINN 
1876-1953 

Born in Woodstown, New Jersey; his 
father was a bank teller and his 
family Quaker. Went to Philadelphia 
in 1888 to enter the Spring Garden 
Institute, where he studied mechani- 
cal drawing. In 1 891 worked as a de- 
signer for the Thackery Gas Fixture 
works in Philadelphia. Enrolled at 
the Pennsylvania Academy of the 
Fine Arts, Philadelphia, in 1893, 
studied there until 1897. Worked 
days as an artist-reporter at the Phil- 
adelphia Press^ an experience he later 
described as a "school that trained 
memory and quick perception.'" Be- 
came acquainted with the young 
artists and illustrators who gathered 
in Robert Henri's studio, including 
John Sloan, William Glackens, and 
George Luks. Moved in 1897 to 
New York, where he lived for most 



of the rest of his life. Initially em- 
ployed as a staff artist on the New 
York Worlds was hired as an art 
editor at Ainslee*s Magazine in 1899. 
His first color illustration appeared 
in Harper's Weekly in 1900, begin- 
ning a long and successful career as 
an illustrator for popular magazines, 
among them Harper's Weekly, the 
Century, Collier's, and Everybody's 
Magazine. Began to exhibit his pas- 
tels and drawings of New York life: 
showed pastels at the Pennsylvania 
Academy in 1899 and in 1900 was 
given his first major one-man show, 
at Boussod, Valadon and Company, 
New York. Sent abroad by Boussod, 
Valadon in 1900 to record scenes 
of London and Parisian life. While 
abroad, began to paint in oils, mark- 
ing his emergence as a fine artist, 
rather than an illustrator. Upon re- 
turn to New York in the winter of 
1900— 1 901 mounted Paris Types, an 
exhibition at Boussod, Valadon that 
signaled his indebtedness to Edgar 
Degas. After 1900 theatrical scenes 
dominated his paintings. Starting in 
1907 had a second career producing 
murals for private homes and public 
buildings, such as the Stuyvesant 
Theatre on West Forty-fourth Street 
in New York (1907) and City Hall in 
Trenton, New Jersey (191 1). After 
about 191 3 largely abandoned easel 
painting and worked as a set designer 
and later as artistic director for a 
number of early film companies. Mar- 
ried four times. Died in New York. 




Gertrude Kasebier. Everett Shinn, 1 907. 
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Of all the artists who joined together 
briefly in 1908 to form The Eight, 
Shinn was perhaps the most versatile 
and eclectic. He specialized in New 
York street scenes with subjects rang- 
ing from dockyard workers to crowds 
of shoppers and pedestrians on lower 
Broadway to the denizens of the more 
genteel precincts of Fifth Avenue and 
Gramercy Park. After his trip abroad 
in 1900 he became famous for his 
pastels and oil paintings of the cafes- 
chantants, dance halls, and music 
halls of London and Paris and their 
American equivalents: New York's 
vaudeville theaters and their danc- 
ers, acrobats, and singers. Although 
he is associated with the portrayal of 
theatrical scenes, in fact, Shinn rarely 
painted the legitimate stage or other 
upper-class diversions, preferring in- 
stead to depict the new world of 
popular entertainment, kr 
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EDWARD E. SIMMONS 
1852-I93I 

Born in Concord, Massachusetts, the 
son of a Unitarian minister and the 
nephew of Ralph Waldo Emerson; 
his distinguished New England fam- 
ily had ties to such major literary 
figures as Henry David Thoreau. 
Attended Harvard College, where he 
founded the Harvard Crimson. After 
graduation in 1874 traveled in the 
American West. Studied in Boston 
under William Rimmer. In 1877 en- 
rolled in the School of the Museum 
of Fine Arts, Boston, where he worked 
under Frederic (Crowninshield. Went 
to Paris in 1879, enrolling at the 
Academic Julian under Jules-Joseph 
Lefebvre and Gustave-Rodolphe 
Boulanger and matriculating in the 
Ecole des Beaux- Arts in spring 1880. 




Will Simmons. Edward Simmons in 1893^ 
1922. Frontispiece, Edward Simmons, 
From Seven to Seventy: Memories of a 
Painter and a Yankee (New York and 
London, 1922) 



Chose to paint in Europe, becoming 
in 1 8 81 one of the first American 
artists to work at Concarneau in 
Brittany. Influenced by the work of 
Jules Bastien-Lepage, executed por- 
traits and picturesque scenes. Publi- 
cation in 1883 of Guenn: A Wave on 
the Breton Coast, a novel by Ameri- 
can Blanche Willis Howard, whose 
hero was said to have been based on 
Simmons, brought him to pubHc 
attention. Married writer Vesta 
Schallenberger in 1883. Settled in 
the coastal village of St. Ives, Corn- 
wall, in 1886, and abandoned highly 
finished sentimental narrative style 
of earlier pictures in favor of freer 
seascapes that established his reputa- 
tion in the United States. In 1888 
was elected a member of the Society 
of American Artists. Three years later 
returned to America to design a 
stained-glass window for Harvard's 
Memorial Hall. Thereafter painted 
murals for many public and private 
buildings, including the Manufactur- 
ers and Liberal Arts Building at the 
1893 Chicago World's Columbian 
Exposition; the Massachusetts State 
House, Boston; the Library of Con- 
gress, Washington, D.C.; the Crimi- 
nal Courts Building, the Appellate 
Division Court Building, the Metro- 
politan Club, and the Players Club, 
New York. In 1897 was a founding 
member of The Ten, with whom he 
exhibited continuously, with the ex- 
ception of six annuals, until the 
group's last show in 1917. In Paris in 
1904 returned to easel painting. Di- 
vorced his first wife and remarried 
about 1905. Spent summer of 1906 
in Old Lyme, Connecticut, at the 



invitation of Childe Hass am. Resumed 
landscape painting, producing Im- 
pressionist scenes of Connecticut, 
Massachusetts, and Puerto Rico, most 
of which are now lost. Spent his final 
years with one of his sons in Balti- 
more, where he died. 

Simmons's career exemplifies the 
course taken by many American art- 
ists of his generation. Trained as an 
academic painter, he responded to a 
succession of European influences, 
exploring Impressionism only to a 
limited degree and usually alternat- 
ing Impressionist experiments with 
figure studies and portraits in a more 
traditional style. Between 1891 and 
about 1905 he was employed almost 
exclusively in the design and execu- 
tion of decorative work and there- 
fore produced few easel paintings. 
Simmons believed that the arts in 
America should serve nationalism 
and be free from dependence on Eu- 
rope. His murals celebrate civic 
virtues, and the unveiling of his work 
often occasioned displays of public 
pageantry and national pride. His 
memoirs. From Seven to Seventy: 
Memories of a Painter and a Yankee, 
published in 192,2, remain an infor- 
mative account of the life of a suc- 
cessful American artist at the turn of 
the last century, kr 

Bibliography William Henry Howe 
and George Torrey, "Edward E. Sim- 
mons," Art Interchange 3 3 (Dec. 
1894), p. 121 // Arthur Hoeber, 
"Edward Emerson Simmons," Brush 
and Pencil 5 (Mar. 1900), pp. 241- 
49 // Edward E. Simmons, "The Fine 
Arts Related to the People," Interna- 
tional Studio 63 (Nov. 1917), pp. 9- 
13 // Edward E. Simmons, From 
Seven to Seventy: Memories of a 
Painter and a Yankee (New York, 
1922; reprint. New York, 1976). 



JOHN SLOAN 
187I-I951 

Born in Lock Haven, Pennsylvania. 
Moved with his family to Philadel- 
phia, where he worked first as a 
cashier for a book dealer and then as 
a designer of greeting cards and cal- 
endars. In 1892 enrolled at the Penn- 
sylvania Academy of the Fine Arts, 
Philadelphia, where he studied under 
Thomas Anshutz. With Robert Henri, 
William Glackens, and others estab- 
lished the Charcoal Club in Philadel- 
phia in 1893. Met regularly with 
Henri, Glackens, George Luks, and 



Everett Shinn at Henri's studio dur- 
ing the next two years, forming the 
nucleus of the Ashcan School. Worked 
as a newspaper illustrator at the Phil- 
adelphia Inquirer from 1892 to 1895 
and the Philadelphia Press from 1895 
to 1904. Moved to New York, the 
location most closely associated with 
his artistic career, in 1904. Active in 
the independent movement, which 
condemned the use of juries for ad- 
mitting works to exhibitions. Helped 
plan and participated in the exhibi- 
tion of The Eight at the Macbeth 
Galleries, New York, in 1908 and 
the Exhibition of Independent Artists 
in New York in 19 10. Served as 
president of the Society of Indepen- 
dent Artists from 1917 to 1944. Joined 
the Socialist Party in 1910. Produced 
illustrations throughout 1910 for the 
New York socialist paper the Call 
and, from 1912 to 1916, served as 
acting art editor for the Masses, also 
in New York. Summered in Glouces- 
ter, Massachusetts, from 1914 through 
19 1 8 and began regular visits to Santa 
Fe in 19 19. 

Through newspaper illustration Sloan 
honed his skills in observation and 
reportage. Henri introduced him to 
the larger artistic tradition of the 
French Impressionists and the Dutch 
and Flemish old masters. Synthesiz- 
ing his experiences in illustration 
and the inspiration of these Euro- 
pean models, he created a direct and 
vigorous painting style that he used to 
capture the reality of the urban scene, 
often with a lighthearted touch. His 
New York paintings of the early 1900s 




John Sloan in his Philadelphia studio, 
1 893. Delaware Art Museum, Wilming- 
ton, John Sloan Collection 
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reveal the lives of the working class 
in the city streets, on tenement roof- 
tops, and in the bars, shops, and 
restaurants where ordinary people 
spent their leisure time. By 1909 
Sloan increasingly concerned himself 
with formal issues and, especially 
after he saw the Armory Show of 
19 13, responded to the abstract ele- 
ments of painting. In the late 1920s 
he began a series of nudes in which 
he emulated the work of such old 
masters as Titian and Rubens. 
Nevertheless, of the Americans of his 
generation, with the possible ex- 
ception of George Bellows, Sloan 
achieved the most satisfying applica- 
tion of the Realist style to the broad- 
est array of urban subjects. VJR 
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EDMUND C. TARBELL 
1862-1938 

Born in West Groton, Massachusetts, 
to an old New England family. After 
father's death, was brought up in 
Dorchester, Massachusetts, where 
he attended public schools. Took 
evening classes in drawing at the 
Massachusetts Normal Art School, 
Boston in 1877. Apprenticed in 1877 
to the W. H, Forbes Lithographic 
Company in Boston. Enrolled in 1879 
or 1880 in the School of the Museum 
of Fine Arts, Boston, where fellow 
students included Frank Benson 




Edmund C. Tarbell. Self -Portrait, 1889. 
Oil on canvas, 21 x 17 in. (53.3 
X 43.2 cm). National Academy of Design, 
New York 



and Robert Reid. Instructor Otto 
Grundmann offered him a student- 
teaching position and encouraged 
him to go abroad for further study. 
Left for Paris in 1883 or 1884, ac- 
companied by Benson and Reid. 
Worked at the Academic Julian until 
1886 under Gustave-Rodolphe 
Boulanger and Jules-Joseph Lefebvre, 
Adolphe-William Bouguereau and 
Tony Robert Fleury. Also studied 
privately with American expatriate 
figure painter William T. Dannat. 
Spent summers traveling in the French 
countryside and in Holland, Belgium, 
and Germany. Upon return to the 
United States in 1886, began a career 
as a portrait and genre painter. Mar- 
ried in 1888 and settled in Dorches- 
ter, commuting to Boston, where he 
shared a studio with Benson. Sup- 
ported himself and his growing fam- 
ily by painting portraits, taking on 
private pupils, and drawing maga- 
zine illustrations. In 1889 was hired 
to teach at the School of the Mu- 
seum of Fine Arts, Boston, and in 
1890 was made head of the depart- 
ment of painting, an influential posi- 
tion he held until 1912; taught at the 
school of the Corcoran Gallery of 
Art, Washington, D.C., from 1918 to 
1926. Formed ties to the progressive 
art scene in New York: a member of 
the Society of American Artists and, 
in 1897, a founding member of the 
Ten American Painters. 

Tarbell's sunlit, brilliantly colored 
paintings, set in New England's or- 
chards and gardens and often featur- 
ing his wife and her family, quickly 
won him a national reputation. He 
was arguably the leader of the Bos- 
ton Impressionists — indeed, they were 
referred to as "the Tarbellites"' — who 



developed a modified form of the 
French style. They combined a con- 
cern with light and color with more 
traditional modeling and detail in 
genre paintings of well-to-do women 
in beautifully appointed interiors and 
plein air landscapes. Tarbell's com- 
mitment to the realistic depiction of 
contemporary life remained constant, 
but his career is usually divided into 
two major periods: the first was char- 
acterized by plein air works executed 
in an Impressionist manner and the 
second more often by interiors with 
figures realized in a warm, muted 
palette in a style frequendy compared 
to that of Vermeer and the Dutch old 
masters, kr 
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JOHN H. TWACHTMAN 
1853-1902 

Born in Cincinnati, to German im- 
migrants. Apprenticed in a local fac- 
tory at age sixteen. Studied at the 
Ohio Mechanics Institute, Cincinnati, 
from 1868 to 1871; in 1871 enrolled 
in the McMicken School of Design 
(later affiliated with the University of 
Cincinnati), working there under 
Munich-trained Frank Duveneck. In 
1875 accompanied Duveneck to Mu- 
nich, where he spent three years at 
the Royal Academy and in the sum- 
mers painted in the German country- 
side. Returned to the United States 
in 1878 and worked for two years at 
the Art Students League, New York 
but traveled abroad in 1880—81 and 
in 1882. In Paris from 1883 to 1885; 
studied at the Academie Julian under 



Jules-Joseph Lefebvre and Gustave- 
Rodolphe Boulanger. Met many 
American artists who later embraced 
the Impressionist style; painted in 
the French countryside and visited 
Holland. Moved back to the United 
States in 1885, living in various lo- 
cales until 1889 or 1890, when he 
purchased land and a home in Green- 
wich, Connecticut. Supported him- 
self by drawing illustrations for 
Scribners Magazine and teaching in 
nearby Cos Cob, Connecticut, and 
in New York. Founding member of 
the Ten American Painters in 1897. 
Beginning in 1900 spent summers in 
Gloucester, Massachusetts, where he 
died. 




Gertrude Kasebier, /. H. Twachtman and 
His Family at Their Home in Greenwich, 
Connecticut (detail), n.d., from Craftsman 
14 (June 1908), p. 344 



Primarily a landscape painter, 
Twachtman applied the lessons he 
learned in Munich and Paris to the 
New England countryside he loved, 
finding his inspiration in the farm- 
land, woods, and harbors of Con- 
necticut and, later, Massachusetts. 
Working outdoors and mixing pig- 
ments directly on the canvas, he cre- 
ated pictures that display remarkable 
strength of design and subtlety of 
effect achieved through muted tonal 
harmonies, highly textured brush- 
work, and rough paint surfaces. 
Twachtman developed an increasingly 
free and bold painting style that is 
radical, highly individual, and distin- 
guished by his poetic, subjective ap- 
proach. Although he achieved little 
commercial success or critical acclaim 
during his lifetime, Twachtman was 
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widely admired by his fellow artists. 
Painter Thomas Dewing eulogized 
him as "the most modern spirit, 
too modern, probably, to be fully 
recognized or appreciated in his own 
day,"^ KR 
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J. ALDEN WEIR 
1852-1919 

Born and raised in West Point, New 
York, where his father, painter Robert 
Walter Weir, was drawing instructor 
at the United States Military Acad- 
emy. Began studies with his father 
and at the National Academy of 
Design, New York, from 1870 to 
187Z. Continued schooling in Paris 
from 1873 to 1877, principally at the 
Ecole des Beaux- Arts as a student of 
Jean-Leon Gerome but also at the 
Ecole Gratuite de Dessin under Aime 
Millet and in the private studio of 
Louis-Marie-Fran^ois Jacquesson de 
la Chevreuse. Traveled to Spain and 
Holland and, during the summers, 
painted in the French countryside. In 
1877 returned to New York, the 
locus of most of his professional 
activities for the remainder of his 
career. In the early 1880s began to 
spend summers in rural Connecti- 
cut, at Branchville, where he owned 
a farm, and Windham, Became a 
leader in many prominent artists' 
groups, including the Society of Amer- 
ican Artists and the Ten American 
Painters, and at the National Acad- 
emy of Design. Was also an impor- 
tant teacher, notably at the Art 
Students League, New York. 




J. Alden Weir. Self -Portrait, 1886. Oil on 
canvas, 21 V4 x i7V'4 in. (54 x 43.8 cm). 
National Academy of Design, New York 

Because of his thorough training as 
an academic artist. Weir's conversion 
to Impressionism was gradual. His 
reaction to the 1877 exhibition of 
the French Impressionists when he 
was a student is often quoted: "It 
was worse than a Chamber of Hor- 
rors."' Nevertheless, he greatly ad- 
mired the work of Edouard Manet, 
three of whose pictures he acquired 
for New York collector Erwin Davis 
in 18 81. Manet's strong influence 
can be seen in Weir's figure and 
still-life paintings of the 1880s. As he 
worked more often in the Connecti- 
cut countryside, landscapes assumed 
new importance for him. Influenced 
by his friends Theodore Robinson 
and John H. Twachtman and inspired 
by his avid study of Japanese prints, 
he lightened his palette to delicate 
pastel colors and adopted broken 
brushwork without compromising 
the form and structure of his sub- 
jects. Weir's love of the New England 
village and its surrounding landscape 
is expressed particularly well in views 
of his farm in Branchville and of the 
industrial town of Willimantic. He 
also embraced other characteristic 
Impressionist themes, notably scenes 
of family life and representations of 
contemplative women, but his work 
always evidences a genteel elegance 
and restraint that distinguishes it 
from that of his French predecessors. 
His paintings done after 1900 show 
a renewed academicism, with sub- 
jects treated less naturalistically and 
with greater emphasis on drawing 
and design. Like many of his genera- 
tion. Weir had gone full circle, from 
academic student resistant to Impres- 
sionism to a more radical position to 
aging conservative, db 
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THEODORE WENDEL 
1859-1932 

Born in Midway, Ohio, the son of a 
German immigrant storekeeper. Stud- 
ied at the University of Cincinnati 
School of Design (formerly the 
McMicken School of Design), begin- 
ning in 1876, and at the Royal Acad- 
emy in Munich during the 1878-79 
school year. Worked with American 
painter Frank Duveneck in the Ba- 
varian village of Polling in the sum- 
mer of 1879 and then for nearly two 
years in Italy, where fellow students, 
known as Duveneck's Boys, included 
Joseph Rodefer DeCamp and Louis 
Ritter. Worked in Cincinnati from 
1883 to 1884 and in Newport, Rhode 
Island, in 1885, Studied at the Acad- 
emie Juhan in Paris in 1886 and 
painted for three summers with 
Claude Monet in Giverny. Returned 
to the United States in 1889 and 
settled in Boston. Exhibited regularly 
in Boston and taught there, as well as 
in Newport and in East Gloucester, 
Massachusetts. Was director of the 
School of Art at Wellesley College 
from 1892 to 1894. During 1890s 
also taught at the Cowles Art School, 
Boston, and in his own studio. Mar- 
ried in 1897 and two years later 
settled on his wife's family's farm in 
Ipswich, Massachusetts. Although 
increasingly involved with the farm, 
continued to produce landscapes until 
19 1 7, when poor health forced him 
to give up painting. Died in Ipswich. 

WendePs early introduction to plein 
air painting and bravura brushwork 
under Duveneck's tutelage and his 
exposure in Venice to the summary 
treatment of James McNeill Whistler's 



work appear to have prepared him to 
accept the innovations of Impression- 
ism. He created a highly personal 
style based in Impressionism that 
was characterized by a high-key pal- 
ette, textural handling of paint, and 
a direct, almost naive, approach to 
subject matter. Among the first Ameri- 
cans to work in Giverny, Wendel 
absorbed the lessons of French Im- 
pressionism and applied them to 
native landscape subjects. For him 
the Massachusetts coast around 
Gloucester and Ipswich resonated 
with timeless and picturesque quali- 
ties associated with the Old World. 
He exhibited his paintings and pas- 
tels often in Boston during the 1890s, 
but a fire in his studio in 1897 de- 
stroyed much of his work, leaving us 
with an incomplete record of his 
artistic achievements, nmb 
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Kenyon Cox. Portrait of Theodore Wendel, 
1 884. Oil on canvas laid down on board, 
10 X 8 in. (25.4 X 20.3 cm). Private 
collection 
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Bacher, Otto, 221 

Back Bay (Boston), 152, 175-76, 178 
Backyards, Greenwich Village (Sloan), 297-301, 
300 

Baignade, Asnieres, JJne (Bathers at Asnieres) 

(Seurat), 21, zi 
Balfour, Arthur James (ist Earl of Balfour), 198 
ballet, Rehearsal of the Ballet (Degas), 19-20, 20 
balls. See dancing 

Bal Mabille (Paris), A Parisian Ball — Dancing at 
the Bal Mabille (Homer's wood engraving), 
209, 209 

Balzac, Honore de, 269 

Banner, Lois W., 260 

Banquet of the Officers of the St. George Civic 

Guard (Hals), 228-30, 229 
Barbizon (France), 96, 107 
Barbizon School, 4, 22, 52, 57, 59, 67, 108 
Bar Harbor (Maine), 125 
Barnum, P. T, 164 
Barr, Alfred H.,Jr.,4 
Barr, Amelia E., 293 

Barrie, J. M., My Lady Nicotine: A Study in 

Smoke, 261, 262 
Barrows, William Eliot, 8 5 
bars. See restaurants, bars, and nightspots 
Barth, Gunther, 213, 218 
Bartholdi, Frederic- Auguste, 185 
Basket of Clams, A (Homer), 124, 127 
Bastien-Lepage, Jules, Les Foins (Haymakers), 9, 

9 

Bath, The (Cassatt), 246-47, 294, 295 
Bathers at Asnieres (Une Baignade, Asnieres) 

(Seurat), 21, 21 
bathing costumes, 21, 102, 113—14, 113, 119, 120, 

121 
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bathtub, tenement, 279 

Battery Park (New York City), Battery Park, 

Spring (Metcalf), 162-65, ^^3 
Baudelaire, Charles, 3, 15, 136, 142, 252, 270 
Bayberry Bush, The (The Chase Homestead, 

Shinnecock Hills) (Chase), 109, 109 
Bayonne (New Jersey), Ficnic Grounds (Sloan), 

161-62, 161 
beaches, 95, 100-102 

At Far Rockaway (Henri), 88-89, 11^-14* 1^3 

At the Seaside (Chase), 112, 113— 14, 117, 119 

Baby Is King (Beach Scene) (Bricher), 106, 106 

The Beach at Villerville (Boudin), 102, 102 

Beach Scene (Carr), 104-5, io4j 

Beach Side (Glackens), 120, 121 

Eagle Head, Manchester, Massachusetts (High 
Tide) (Homer), 113, 1x5 

Eaton's Neck, Long Island (Kensett), 99, 103, 
103 

End of the Season (Chase), 106, 107 
A Holiday (Potthast), 121, 121 
of Long Island, 103-5 

Manhattan Beach (Brooklyn, New York City), 
102 

Revere Beach (Prendergast), 121—22, 121 

Rockaway Beach (photograph), 119 

Rockaway Beach, Long Island, New York 
(Blakelock), 104 

The Schooner **Progress" Wrecked at Coney 
Island, July 4th, 18 j 4 (Silva), 104, 104 

South Beach Bathers (Sloan), 119, 120 
Beach Scene (Carr), 104—5, ^^^4? ii3 
Beach Side (Glackens), 120, 121 
Beacon Hill (Boston), Charles River and Beacon 

Hill (Hassajn), 2-5, 175-78, 176 
Beacon Street (Boston), 177 
Beaman, Charles C, 64 
Beaman picnic, 93 
Beaux, Cecilia 

background of, 5, 291 

biography of, 346 

Les Derniers Jours d'enfance, 291-93, 293 

Ernesta (Child with Nurse), 291, 292 

Mr, and Mrs, Anson Phelps Stokes, 258-60, 

2J9 

Beck, Hubert, 174 
Belasco, David, 24 
Bellamy, Edward, 4 
Bellows, Emma, 46, 47, 48 
Bellows, George 

background of, 4, 5, 33, 55, 85, 87, 98 

biography of, 347 

Both Members of This Club, 234, 236, 240, 
242 

brushwork of, 303-4 

Cliff Dwellers, 194, 196, 199, 301 

Club Night, 234-37, ^3 J» M2. 

commercial success of, 24 

Crowd at Polo, 242, 244, 244 

Eakins compared to, 238 

Forty-two Kids, 303-4, 3 04 

Frankie the Organ Boy, 303 

Kids, 261, 301— 3, 302 

The Law Is Too Slow (lithograph), 240, 240 

on "living art," 49 

A Morning Snow — Hudson River, 171-73, 
172 

Paddy Flannigan, 303, 304 

on painting street scenes, 135 

Polo at Lakewood, 240, 241, 243-44 



Polo Game, 240, 242, 244 
Rain on the River, 168—71, lyo 
River Rats, 303 

Stag at Sharkey's, 234, 236, 237, 242 
studio of 

photograph, 48, 48 
The Studio, 34-3 43-48, 47 
The White Hope (lithograph), 240, 240 
Why Don't They Go to the Country for a 
Vacation^ (lithograph), 195, 196 
Bellport (Long Island, New York), 95, 98 

Beach Side (Glackens), 120, 121 
Benjamin, Samuel G. W., 43 
Bennett, Five Penny Fan, 228 
Benson, Frank W. 
background of, 5, 25, 160 
biography of, 347-48 

Lady Trying on a Hat (The Black Hat), 267-69, 
268, 273 

as member of The Ten, 22 
Benson, Susan Porter, 277 
Bensonhurst (Brooklyn, New York City), 105 
Beraud, Jean, 143, 173, 178 

The Church of Saint-Philippe-du-Roule, 174, 

Bergengren, Ralph, short story by, 290 

Berkin, Carol Ruth, 181 

Between Rounds (Eakins), 238, 239 

Beverly Farms (Massachusetts), 123 

Bierstadt, Albert, 63, 99 

Birch, Charles, 96, 97 

Birch, Reginald, 96,97 

Birch, Thomas, 99 

Bird's Eye View, A (Robinson), 56, 57 
birth control, 252 
Bishop, Isabel, 189 
Bishop, William H., 105 
Bisland, Elizabeth, 250 

Black Hat, The (Lady Trying on a Hat) (Benson), 

267-69, 26^, 273 
blacks. See African-Americans 
Blakelock, Albert, Rockaway Beach, Long Island, 

New York, 104 
Blaney, Dwight, 24 

Bleeckerand Carmine Streets (Luks), 193, 195-96 
Blow-Me-Down Brook (Cornish, New 

Hampshire), 64, 65 
Blue Cup, The (DeCamp), 257, 25 S 
Blue Point (Long Island, New York), 85 
Boardman, Elijah, EarPs portrait of, 251-52, 251 
Boardman, Esther, Earl's portrait of, 251, 251 
boats 

A Basket of Clams (Homer), 124, 127 
Boating (Manet), 20, 21 
Boats at a Landing (Robinson), 75, 75 
E. M. J. Betty (Robinson), 71-72, 73 
Excursion of the Harem (Gerome), 28, 29 
Gloucester Harbor (Hassam), 127, 12^ 
Gloucester Harbor (Sloan), 127—30, 129 
Low Tide, Riverside Yacht Club (Robinson), 

7i, 74, 75 
Low Tide (Robinson), 72, 74, 75 
Maine Coast (Kent), 86, Sj 
Max Schmitt in a Single Scull (The Champion 

Single Sculls) (Eakins), 28, 29 
A Morning Snow — Hudson River (Bellows), 

171-73,172 
Rain on the River (Bellows), 168-71, 170 
See also ships 
Boats at a Landing (Robinson), 75,7s 



Bois de Boulogne (Paris), 178, 179 
Bonnard, Pierre, 158 
Boone, Mary Stanley, 293 
Boothbay Harbor (Maine), 98 
Boston 

commuting to the North Shore from, 123 

culture in, 253 

immigration to, 173 

Impressionist exhibitions in, 20, 22 

See also Back Bay; Beacon Hill; Boston Public 

Garden; Charles River; Columbus Avenue; 

Fenway Court; Franklin Park; Revere Beach; 

St. Botolph Club 
Boston and Maine Railroad, 123 
Boston Public Garden, 158 
Boston Public Garden (Simmons), 152-55, 

I53y 177 

Large Boston Public Garden Sketchbook 

(Prendergast), 160, 160 
photograph of, 154, 154 

Boston School, 160, 257 

Boston Store (Chicago), 273 

Both Members of This Club (Bellows), 234, 236, 
240, 242 

Boudin, Eugene, 107, 121 

The Beach at Villerville, 102, 102 

boudoir scenes, 264, 265-67, 266 

Bouguereau, Adolphe- William, 18, 28, 32 

Boulanger, Gustave-Rodolphe, 178 

Bourget, Paul Charles Joseph, 233-34, 2.91 

Boussod, Valadon and Company, 24, 286, 2^6 

boxing, 234-40 
Between Rounds (Eakins), 238, 239 
Both Members of This Club (Bellows), 234, 

236, 240, 242 
Club Night (Bellows), 234-37, 235, 242 
Stag at Sharkey's (Bellows), 234, 236, 237, 242 
The White Hope (Bellows's lithograph), 240, 
240 

Boy with a Sword (Manet), 20, 142 
Branchville (Connecticut), 58-60, 98 

The Laundry, Branchville (Weir), 60, 60, 289 
Brandt, Lilian, 301 
Braque, Georges, 127 
Breakfast, The (Paxton), 247, 249 
Breakfast Room, The (Tarbell), 247—49, 24^ 
Breck, John Leslie, 22, 25, 96, 98 

biography of, 347-48 

Grey Day on the Charles, 79-81, 80 
Breezy Day, A (Curran), 289, 2^9 
Bricher, Alfred T. 

Baby Is King (Beach Scene), 106, 106 

In My Neighbor's Garden, 106 

Morning at Grand Manan, 99, 99 
Bridge: Nocturne, The (Nocturne: Queensboro 

Bridge) (Weir), 165-68, 167 
Bridgehampton (Long Island, New York), 105 
bridges, 54 

The Bridge: Nocturne (Nocturne: Queensboro 

Bridge) (Weir), 165-68, 167 
Bridge at Ipswich (Wendel), 67, 68 
Drawbridge — Long Branch Rail Road, near 

Mianus (Robinson), 72, 73 
Fireworks over the Ryogoku Bridge, Famous 

Views ofEdo (Hiroshige's woodblock print), 

75,75 

The Red Bridge (Weir), 82, 83, 165 
Roundhouse at High Bridge (Luks), 168, 169 
Spring Night, Harlem River (Lawson), 165-68, 
166, 173 
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Bristow, A. T, 94 

Broadway (New York City), 184-86, 184, 187, 

188, 213, 218, 233 

The White Way (Sloan), 214, 215 
Brooklyn (New York City), 102, 105. See also 

Coney Island; Manhattan Beach; Prospect Park 
Brooklyn Navy Yard (New York City), 105 
Brooks, Van Wyck, 6 
Brown, Henry Kirke, 185 
Browne, Charles Francis, 3 2 
Bruce, William Blair, 96, 97 
Brush, George de Forest, 28, 64 
Bryan, Thomas, 185 
Buhler, Augustus W., 123 
Bulfinch, Charles, 155 
Bums Drinking (Hawthorne), 230, 230 
Bunker, Dennis Miller 

background of, 5, 25, 31 

biography of, 348 

brushwork of, 77 

on highest phase of art, 77 

on light in France, 58 

Jessica, 79, 79 

The Pool, Medfield, 77-79, 78 
Burchfield, Charles, 130 
burlesque houses, 218 
Butcher Cart, The (Luks), 27-28, 27 
Butler, Theodore Earl, 58 
Byron Company (photographers), 93, 102, 156, 

192, 212, 227 

cabarets. See restaurants, bars, and nightspots 
Cadmus, Paul, Aspects of Suburban Life: Golf, 

Cafe Boulevard restaurant (New York City), 227 
Cafe-Concert (Manet), 209, 210 
Cafe Francis (New York City), 223, 224 
Cahill, Holger, 4 

Caillebotte, Gustave, 108, 135, 143, 178 
Interior, Woman at the Window, 255, 255 
Paris Street, Rainy Day, 12, 174, 175 

Call (newspaper), 288 

Calvary Church (New York City), 12-13 

Camp Iroquois, Glen Eyrie, Lake George 
(New York), 94 

canals, 67, 69—71 

Late Afternoon on the Old Delaware and 
Hudson Canal, at Port Ben, Ulster County 
(Henry), 69, 71 
Port Ben, Delaware and Hudson Canal 
(Robinson), 24, 69—71, 70 

Canal Street (New York City), 191 

Canfield, Richard, 233 

Cape Ann (Massachusetts). See Gloucester 

Cape Cod (Massachusetts), 120 

Cape May (New Jersey), 100 

Carmencita, 209 

Carmine Street (New York City), 193, 195-96 

Carnegie Hall (New York City), 13 

Carr, Samuel S., Beach Scene, 104-5, ^04, 113 

Carrick, Alice Van Leer, 267 

Carter, Susan N., 253 

Casino Theatre (New York City), 212, 212, 213 
Cassatt, Alexander, 20 

Cassatt, Katherine, Cassatt's portrait of, 253-55, 

Cassatt, Lydia, 253 

Cassatt's portrait of, 257, 257 
Cassatt, Mary 

At the Opera, 102, 204-8, 207, 213-14, 234 



background of, 5, 96 

The Bath, 246-47, 294, 295 

biography of, 348-49 

French Impressionism and, 4, 19, 20, 253 

Lady at the Tea Table, 282-84, 283 

The Loge, 206, 207 

Lydia Crocheting in the Garden at Marly, 257, 
257 

Mother About to Wash Her Sleepy Child, 295, 
296 

Reading Le Figaro, 253-55, ^54 

sketchbooks of, 2-7, 207 
Cassatt, Robert, 253 
Castle Garden (New York City), 164 

In the Land of Promise — Castle Garden 
(Ulrich), 7, 8, 164 
Centennial Exhibition, Philadelphia (1876), 24, 

105,284 
Central Park (New York City) 

Central Park (Prendergast), 158-61, 159 

Central Park in Winter (Glackens), 155-58, 
IS7, 160 

Currier and Ives lithographs of, 140, 141 
democratization of, 147, 150, 155 
designing of, 139—40, 145, 147-50, 160-61 
early paintings of, 140 
Early Spring Afternoon — Central Park 

(Metcalf), 162, 164, 165, 173 
equestrian use of, 147, 161 
Homer's wood engravings of, 141 
The Lake for Miniature Yachts (Chase), 150-52, 

r^i, 297 

Moonlight Skating — Central Park, the Terrace 

and Lake (Inman), 140-41, 141 
The Nursery (Chase), 145-46, 145 
photographs of, 140, 144, 156 
Spoils of the Park (Olmsted's pamphlet), 150 
stereographs of, 148, 148, 149, 150, iji 
See also Olmsted, Frederick Law; and Vaux, 

Calvert 

Central Park West (New York City), 213 
Centre Street (New York City), 191 
Century Building (New York City), 187, 188 
Century Magazine, 183, 188, 221, 260 
Cezanne, Paul, 127, 130 
Chadwick, George W., 30 
Chambers, Sir William, 155 
Champion Single Sculls, The (Max Schmitt in a 

Single Scull) (Eakins), 28, 29 
Champlain, Samuel de, 122 
Champney, Elizabeth W, 106 

Witch Winnie at Shinnecock, 105, 107 
Champs Ely sees. Day of the Grand Prix, The 

(Hassam). See Grand Prix Day 
Chapman Gallery, The (Luks), 280, 280 
Charity (Donndorf's fountain. New York City), 

184,185 

Charles River (Massachusetts), 155 

Charles River and Beacon Hill (Hassam), 2-3, 

175-78,176 
development of, 79, 81 
Esplanade, 177, 177 

Grey Day on the Charles (Breck), 79-81, 80 
Chase, William Merritt 
on American artists painting American art, 6, 49 
At the Seaside, 112, 113— 14, 117, 119 
background of, 4, 5, 20, 22, 24, 35-36, 66, 

95,171, 179, 228 
biography of, 349 

The Chase Homestead, Shinnecock Hills 



(The Bayberry Bush), 109, 109 
dressed for costume ball (photograph), 208 
End of the Season, 106, 107 
The Fairy Tale, 35, 109, no, 113 
For the Little One, 115, 115 
A Friendly Call, 115-16, 116 
Gravesend Bay, 105 
Idle Hours, 93, 109-13, in 
income of, 22 

Keying Up — The Court Jester, 205, 205 
as member of The Ten, 22 
New York City park views by, 32, 105, 107, 
138-52 

The Lake for Miniature Yachts, 150-52, i^i, 
297 

The Nursery, 145-46, 14 j 

The Park, 147-48, 147 

Park Bench, 148,148 

Prospect Park, Brooklyn, 1^4-^$, 139, 
149-50, 149 
New York School of Art (New York City), 13,36 
The Open Air Breakfast, 146, 146, 147 
on painting the commonplace, 109 
on painting the sky, 114 
portraits by, 36, 38-41 

James Abbott McNeill Whistler, 36, 3 7, 143 

Portrait of Miss Dora Wheeler, 38-40, 39 
on profession of art, 36 
Realists condemned by, 180 
Ring Toss, 297, 298, 299 
at Shinnecock, 43, 46, 85, 98, 107-16, 107, 

152- 

At the Seaside, 112, 113-14 

The Chase Homestead, Shinnecock Hills 

(The Bayberry Bush), 109, 109 
End of the Season, 106, 106 
The Fairy Tale, 109, no 
For the Little One, 115, 115 
A Friendly Call, 11 5-16, 116 
Hall at Shinnecock, 43, 46, 116 
Idle Hours, 109, in, 113 
In the Studio (1892), 115, 11 j 
In the Studio (Interior: Young Woman at a 
Table), 115, 116, ri6 
studios of, 43, 44-46, 114-15, 209 
Hall at Shinnecock, 43, 46, 116 
In the Studio (ca. 1880), 43, 45 
In the Studio (1892), 115, 175 
In the Studio (Interior: Young Woman at a 

Table), 115, 116, 116 
The Tenth Street Studio, 43,44 
William Merritt Chase in His Tenth Street 
Studio (photograph), 44 
as teacher, 13, 36, 85, 87, 107, 108, 116 
Chase Homestead, Shinnecock Hills, The 
(The Bayberry Bush) (Chase), 109, 109 
Chatham Square (New York City), 196 
Chautauqua (New York), 94 
Chautauquan (periodical), 204 
Chelsea Hotel (New York City), 183 
Chestnut Street (Philadelphia), 214, 215 
Chez Mouquin (Glackens), 220, 221-25 
ChezMouquin restaurant (New York City), 222-23 
Chicago 
The Art Institute of Chicago, 3 2 
department stores in, 273 
World's Columbian Exposition (1893), 2-2-, 
31-32,31 
Chickering, J. W, 304 
Child, Theodore, 21 
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children 

At the Seaside (Chase), 112, 113— 14, 117, 119 
Backyards, Greenwich Village (Sloan), 297-301, 
300 

The Bath (Cassatt), 246-47, 294, 295 

Beach Scene (Carr), 104-5, ^^4'> 

Central Park in Winter (Glackens), 155-58, 

ij-7, 160 
in Central Park photograph, ij6 
changing attitudes toward, 291—97 
The Chase Homestead, Shinnecock Hills 

(The Bayberry Bush) (Chase), 109, 109 
Les Derniers Jours d*enfance (Beaux), 291-93, 

Emesta (Child with Nurse) (Beaux), 291, 292 

factory labor by, 295 

The Fairy Tale (Chase), 35, 109, no, 113 

Forty-two Kids (Bellows), 303-4, 304 

Frankie the Organ Boy (Bellows), 303 

A Holiday (Potthast), 121, 121 

Infantry in Arms (Lippincott), 249-50, 250 

Kids (Bellows), 261, 301—3, 302 

The Lake for Miniature Yachts (Chase), 150—52, 

Mother About to Wash Her Sleepy Child 

(Cassatt), 295, 296 
Paddy Flannigan (Bellows), 303, 304 
play and games of, 295—304 
Revere Beach (Prendergast), 121—22, 121 
Riis*s photographs of, 301, 301 
Ring Toss (Chase), 297, 298, 299 
Ring Toss (White's photograph), 297, 299 
River Rats (Bellows), 303 
Socioeconomic distinctions among, 297—304 
South Beach Bathers (Sloan), 119, 120 
The Spielers (Luks), 305— 9, 30^ 
The Studio (Bellows), 47, 48 
Three Sisters- — A Study in June Sunlight 

(Tarbell), 262-65, ^^3 
Tiny Italian Girls Dance to Tunes Played by 

the Organ Man (Oscar Maurer's 

photograph), 309 
women denied control of, 291 
women encouraged to give birth to, 252 
Child with Nurse (Emesta) (Beaux), 291, 292 
Chinatown (New York City), restaurants in, 227, 
227 

Chinese Restaurant (Sloan), 221, 225-27, 226 

Church, Frederic E., 25, 63 

Church at Gloucester, The (Hassam), 131-33, 

Church at Old Lyme (Hassam), 131 
Church at Provincetown, The (Hassam), 131 
Church of Saint-Philippe-du-Roule, The (Beraud), 

Cikovsky, Nicolai, Jr., 114— 15 
Cincinnati Daily Gazette, 20 
cities 

leisure in, 201—45 

urban scene, 135-99 

See also specific cities and sites within them 
Civil War 

American nationalism and, 28 

Union Square and, 185 

women's advances during, 291 
Clark, Eliot, 127 
Clark, Walter, 106 
Claude Monet (Robinson), 97 
Cliff Dwellers (Bellows), 194, 196, 199, 301 
clothing. See costume 



clowns 

Clown Making Up (Sloan), 205, 205, 237 
Gilles (Watteau), 204, 205 
Keying Up — The Court Jester (Chase), 205, 
203 

Wandering Saltimbanques (Daumier), 237, 2^8 
Club Night (Bellows), 234-37, 235, 242. 
clubs, private, 208—9 
Coates, Foster, 204 
Coben, Stanley, 9 
Coburn, Frederick W, 122, 249 
Cold Spring (New York), 84, 84 
collecting, 19-21, 28, 281-86 
Collector of Prints, The (Degas), 281—82, 282 
Collier's, the National Weekly, 290 
Collins, Price, 291 
Columbus Avenue (Boston) 

Columbus Avenue, Rainy Day (Hassam), 174 

description of, 173-74 

Rainy Day, Boston (Hassam), 174-75, ^74 
comic strips, 3 8 

commodification of art, 279-86 

Coney Island (Brooklyn, New York City), 95, 
103-5, 104, 121, 210, 237, 309 
Beach Scene (Carr), 104—5, ^^4^ ^^3 
The Schooner "Progress" Wrecked at Coney 
Island, July 4th, 1874 (Silva), 104, 104 

Connecticut, 58-63, 64 
Drawbridge — Long Branch Rail Road, near 

Mianus (Robinson), 72, 73 
E, M.J, Betty (Robinson), 71-72 
The Factory Village (Weir), 25-27, 26, 61, 

83-85 

The Holley Farm (Hassam), 71, 72 

Icebound (Twachtman), 61—63, 62 

The Laundry, Branchville (Weir), 60, 60, 289 

Low Tide (Robinson), 72, 74, 75 

Low Tide, Riverside Yacht Club (Robinson), 

7i, 74> 75 
Obweebetuck (Weir), 61, 61 
The Red Bridge (Weir), 82, 83, 165 
View from the Holley House, Winter 

(Twachtman), 75—77, 76 
See also Branchville; Cos Cob; Greenwich; 

Horseneck Brook; Old Lyme; Plainfield; 

Windham 
Constable, John, 69, 71 

consumerism, 273, 279. See also commodification 
of art; department stores; shopping 

Cook, Clarence, 30 

The House Beautiful: Essays on Beds and 
Tables, Stools and Candlesticks, 281-83, 

Cooper, Colin Campbell, 179 

Cooper, Peter, 231 

Corey, Mabelle Oilman, 214-15, 217 

Corkin, George, 5 

Corn, Wanda M., 5 2 

Cornelia Street (New York City), 277 

Cornish (New Hampshire), 95 
Blow-Me-Down-Brook, 64, 65 
Cornish Hills (Metcalf ), 64-66, 65 
picnic in (photograph), 93 

Cornoyer, Paul, 179 

Corot, Camille, 28, 5 2 

corsets, 288, 288 

Cos Cob (Connecticut), 58, 61, 71-75, 97, 98, 

131 
costume 

bathing, 21, 102, 113-14, 113, 119, 120, 121 
in Bellows's painting, 302, 303 



of Chase for ball, 208 

in Chase's paintings, 36, 37, 109-116, 

110-12, 116, 1 SI, 152 
corsets, 288, 288 
in Glackens's painting, 156, 157 
in Hassam 's painting, 89, 90 
in Henri's painting, 37, 38 
ladies' dishabille, 250, 250 
in Little Italy, 193, 195 
for riding, 252, 252 

in Sargent's paintings, 137, 258, 259, 260 
in Sloan's paintings, 161-62, 161, 189, 1S9 
sporting, turn-of-the-century, 259, 260, 260 
See also shopping 

Cot, The (Sloan), 264, 265—67 

Cotkin, George, 5 

country retreats, 88—133 

Courbet, Gustave, 22 

Cournos, John, 309 

Cowan, Ruth Schwartz, 290 

Cox, Kenyon, 20, 31, 58, 107, 141—42, 144 

Coxe, Reginald Cleveland, 123 

Cragsmoor (New York), 67 

Cram, Ralph Adams, 198 

Crane, Bruce, 106 

Crane, Stephen 
Maggie: A Girl of the Streets, 8 
The Red Badge of Courage, 30 

Crane, Walter, frontispiece by, 282 

Creed, Percy, 242 

Critic (periodical), 52 

Croly, Herbert, 214-15 

Cronon, WiUiam, 87 

croquet, 242 

Crowd at Polo (Bellows), 242, 244, 244 
Crystal Palace (London), 280 
Culverhouse, Johan Mengels, 140 
Curran, Charles Courtney, A Breezy Day, 289, 
289 

Currier and Ives, 84, 84, 140, 141, 23 7 
Curry, David Park, 89, 100 
Czestochowski, Joseph, 186 

dancing 

Masked Ball at the Opera (Manet), 209, 211 

A Parisian Ball — Dancing at the Bal Mabtlle 
(Homer's wood engraving), 209, 209 

The Spielers (Luks), 305-9, 308 

Tiny Italian Girls Dance to Tunes Played by 
the Organ Man (Oscar Maurer's 
photograph), 309 
Daubigny, Charles-Francois, 5 2, 108 
Daumier, Honore, 5, 156, 284, 303 

Le Drame, 218,219 

VOrgue de Barbarie, 309 

Wandering Saltimbanques, 237, 238 
Davey, Randall, 85 
Davis, Erwin, 20, 142 
Davis, Hartley, 290 
Davis, Stuart, 33, 124, 130, 279, 280 
Deauville (France), 102, 107, 121, 243 
DeCamp, Joseph Rodefer, 124, 160 

The Blue Cup, 257, 258 
Decasseres, Benjamin, 221 
decorative arts, 281-84 

Wheeler and, 38,41 
Degas, Edgar 

Absinthe, 230, 230 

At the Milliner's, 267, 269, 276 

background of, 18, 135, 143, 249, 255 
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The Collector of Prints^ 281-82, 2^2 

Glackens compared to, 156-58 

group exhibitions organized by, 3 

Interior (The Rape)^ 265, 267 

old master inspiration, 5, 48 

The Orchestra of the Opera, zij, zij 

Portraits in an Office^ New Orleans, 253 

Rehearsal of the Ballet, 19-20, 20 

subject matter of, 9, 12, 15, 139, 178, 223, 244 

suggestive readings of, 214 

Women on a Cafe Terrace, Evening, 224, 225 
de Kay, Charles, 38, 108, 144 
Delancey Street (New York City), 191 
Delaware and Hudson Canal 

Late Afternoon on the Old Delaware and 
Hudson Canal, at Port Ben, Ulster County 
(Henry), 69, 71 

Port Ben, Delaware and Hudson Canal 
(Robinson), 24, 69-71, 70 
Delmonico*s restaurant (New York City), 221, 

222,233 
democracy, 144, 147, 156, 277 
Demuth, Charles, 33 

de Nittis, Giuseppe, 108, 142-43, 173, 178 

Return from the Races, 142, 142 

Trafalgar Square, 174 
department stores, 272, 273-79, 289 

art sold in, 280-81 

See also shopping 
Derniers jours d'enfance, Les (Beaux), 291-93, 

2-93 

Dewey, John, 30 

Dewing, Thomas Wilmer, 64, 208 

Dielman, Frederick, 106 

Dingleton Hill (New Hampshire), 64 

dining clubs. See restaurants, bars, and nightspots 

Disneyland, 67 

Docherty, Linda J., 252 

Doezema, Marianne, 171, 196, 234 

domestic servants. See maids and nurses 

Domestic Sewing Machine Company Building 

(New York City), 184-86, 1S4 
Donndorf, Karl Adolph, 184, 185 
Dorchester (England), 122 
Dorchester (Massachusetts), 133, 155 
Doucet, Lucien, 178 
Dow, Arthur Wesley, 124 
Downes, William Howe, 21, 67, 114, 119, 177 
Doyle, Jennie, 288 
Drame, Le (Daumier), 218, 219 
Draughts Players, The (Gerome), 18, 19 
Dreiser, Paul, "On the Banks of the Wabash, 

Far Away," 30 
Dreiser, Theodore, Sister Carrie, 8, 201, 224, 

Drew, John, in Metcalf's illustration, loS 
Drinker, Ernesta, painting of, 291, 292 
Dry Goods Reporter (periodical), 273 
Duane Street (New York City), 28 
du Bois, Guy Pene, 36, 239 
Duchamp, Marcel, 6, 297 
Dumas, Alexandre, fils, 269-70 
Duncan, Walter Jack, 64 
Durand-Ruel, Paul, 20-22, 143 
Duranty, Edmond, 136 

Duret, Theodore, Whistler's portrait of, 269, 270 
Duveneck, Frank, 123, 124 

£. M.J. Beatty (market boat), 71-72., 73 
E. M.J. Betty (Robinson), 71-72, 73 



Eagle Head, Manchester, Massachusetts (High 

Tide) (Homer), 113, 113 
Eakins, Thomas 

Between Rounds, 238, 239 

Max Schmitt in a Single Scull (The Champion 
Single Sculls), 28, 29 

style of, 4 
Earl, Ralph 

Elijah Boardman, 251-52, 251 

Esther Boardman, 251, iji 
Early Spring Afternoon — Central Park (Metcalf), 

162, 164, 165,173 
East Broadway (New York City), 191, 195, 196 
East End (Long Island, New York), 105-16 
Easter Eve (Sloan), 14-15, 17 
East Gloucester (Massachusetts), 122, 124, 125, 

133 

East Hampton (Long Island, New York), 95,96, 

98, 102, 105-6, io8 
East Side Children Dancing to Hand-Organ Music. 

See Spielers, The 
Eaton, Walter Prichard, 165 
Eaton, Wyatt, 143 

Eaton's Neck, Long Island (Kensett), 99, 103, 
103 

Ecole des Beaux- Arts (Paris), 15, 22, 29, 52, 136, 
180 

Edgerton, Giles, 67 

Egypt, Excursion of the Harem (Gerome), 28,29 

Eight, The. See The Eight 

Elder, Louisine. See Havemeyer, Mrs. H. O. 

electric washing machines, 289, 2^9 

elevated railroads. See railroads — elevated 

Elijah Boardman (Earl), 251-52, 251 

Ehot, John, 79 

EUenville (New York), 67 

Ellison, Mary, painting of, 206, 207 

Emerald Pool, Yellowstone (Twachtman), 63, 64 

Emerson, Ralph Waldo, 5, 152 

'The American Scholar,** 31 
End of the Season (Chase), 106, 107 
England 

boxing in, Z37»i37 

See also London 
Enneking, John, The Rundy House on the 

Neponset River, 5 5, 55 
Erenberg, Lewis A., 204 
Ernesta (Child with Nurse) (Beaux), 291, 292 
Essex Street (New York City), 191 
Esther Boardman (Earl), 251, 2ji 
etchings 

Night Windows (Sloan), 288, 288 
The Picture Buyer (Sloan), 284, 2^5 

Etretat (France), 58, 243 

euphemism in American art, 8, 13, 27, 55, 87, 
108, 139, 162-65, i8c>» 188, 189, 196, 221, 304 

Evans, Joe, 31 

Evans, William T, 24 

Everett House (New York City), 185, i8y, 188 
Evers, John, 102 

Everybody's Magazine, 208, 224, 227, 275, 309 
Excursion of the Harem (Gerome), 28, 29 
Execution of Maximilian, The (Manet), 20, 20 

Factory Village, The (Weir), 25-27, 26, 61, 83-85 
Fairy Tale, The (Chase), 35, 109, no, 113 
Far Rockaway (Queens, New York City), 100, 
103 

At Far Rockaway (Henri), 88-89, 112.-14, 113 
Federation for Child Study, 293 



Fenway Court (Boston), 284 
Ferber, Linda, 217 

Fifth Avenue (New York City), 32, 180-83, 185, 
222 

Allies Day, May 191J (Hassam), 196-99, 197 
Fifth Avenue, New York (Sloan), 274, 274 
Fifth Avenue (four years after the death of 

Madame Restell) (photo-lithograph), 181 
Fifth Avenue at Washington Square (Oscanyan's 

photograph), 1^3 
Hassam's studio on, 183 
Winter — Fifth Avenue (Stieglitz's photograph), 

13 

woman suffrage march on, 290, 291 
Fifth Avenue Presbyterian Church (New York 

City), 197, 198 
Fifth Avenue Theatre (New York City), The 

Orchestra Pit, Old Proctor's Fifth Avenue 

Theatre (Shinn), 216, 217-18 
Fifty-ninth Street (New York City), 12 
Fifty-seventh Street (New York City) 

New York in a Blizzard (movie), 12 

Street Scene with Snow (sjth Street, N. Y.C) 
(Henri), 11, 12-13 
Figaro, Le (newspaper), 253-55, 2^-4 
Finck, Henry T., 261—62 
Finley, John H., 301 

Fireworks over the Ryogoku Bridge, Famous Views 

ofEdo (Hiroshige's woodblock print), 75, 75 
FitzGerald, Charles, 224 
Flag Day, 30 
flag paintings 

Allies Day, May 1917 (Hassam), 196—99, 197 

July Fourteenth, Rue Daunou, 1910 (Hassam), 
198, 198 
flaneur, the 

Baudelaire on, 3, 136 

in Boston Public Garden, 154 

Cassatt as, 207 

Chase as, 141-42 

child as, in The Lake for Miniature Yachts 

(Chase), 152 
definition of, 15, 135-36 
in Hester Street (Luks), 190, 192 
in In the Luxembourg Gardens (Sargent), 136, 

137 

Manet as, 209 

Sloan as, 15 

Whistler as, 36, 37 
Flatiron Building (New York City), 186 

Fifth Avenue, New York (Sloan), 274, 274 

Flatiron, The (Steichen's photograph), 13 
Floradora Girls, 213 
flower shops, 14-15, 16, ij 
Foins, Les (Haymakers) (Bastien-Lepage), 9, 9 
Forain, Jean-Louis, 217 
Foreign Exhibition Association, 20 
Foreign Girl (Sloan), 265 
Forge, The (An Apprentice Blacksmith) 

(Robinson), 30-31, 30 
Forging the Shaft (John Ferguson Weir), 84 
Forrester, Izola, 301 
Fort, Ilene Susan, 198 
For the Little One (Chase), 115, iij 
Fortnightly Review, 24 2 
Fortuny, Mariano, 3 8 
Forty-fourth Street (New York City), 233 
Forty-second Street (New York City), 210, 212 
Forty-two Kids (Bellows), 303-4, 304 
fountains, 184, 184, 185 
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Fourteenth Street {New York City), 184-86, 184 
Fourteenth Street School, 189 
Fourth Avenue (New York City), 184, 186, 1^7, 
188 

Fourth Street (New York City), 277 
France 
American paintings of, 3 2 
A Bird's-Eye View (Robinson), s6, S7 
The Forge (An Apprentice Blacksmith) 

(Robinson), 30—31, 30 
Grand Prix Day (Hassam), 178-79, 179, 181 
Hassam's depictions of Arc de Triomphe, 

178, 179, 181 
In the Luxembourg Gardens (Sargent), 

135-38, 137, 143, 150* 154 
The Oyster Gatherers ofCancale (Sargent), 

136, 13^,138 
La Vachere (Robinson), 18, 19 
Valley of the Seine from Giverny Heights 
(Robinson), 57-58, 57, 73 
artists' colonies in, 95-97 
beaches of, 102 

See also Impressionism, French; Paris; specific 
French painters and sites 
Frankie the Organ Boy (Bellows), 303 
Franklin, Maud, painting of, 269-70, 270 
Franklin Park (Boston), 158 
French academic standards. See academic 

standards, French 
French Impressionism. See Impressionism, French 
French restaurants in New York City 

Mouquin*s, 221, 222-23, 223 

near Washington Square, 224, 224 
Frick, Henry Clay, 213 
Friendly Call, A (Chase), 11 5 -16, 116 
Fuller, William H., 20 
Fulton Street (New York City), 222 

Gaiety Theatre (New York City), 212 

Gallatin, Albert E., 156 

Gallery of Christian Art (New York City), 185 

gambling, 233,234,237 

Garden of the Princess, Louvre (Monet), 184, 

gardens 

In My Neighbors Garden (Bricher), 106 

In the Garden (Celia Thaxter in Her Garden) 
(Hassam), 89-92, 90, 100 
Gardner, Isabella Stewart, 24, 284 
Garfield, James A., on leisure, 92 
Garland, Hamlin, 30, 32-33, 55, 59, 66 
Gellatly, John, 24 
George, Henry, 4 
George Luks (Henri), 37, 38 
Georgian Court (estate and later college), 243 
Gerome, Jean-Leon, 28,31,32 

The Draughts Players^ 18, 19 

Excursion of the Harem, 28, 29 
Gibson, Charles Dana 

Gibson girl of, 260, 260, 261 

A Suffragette's Husband (illustration), 255, 
256 

Gifford, Sanford Robinson, 123 
Gilles (Watteau), 204, 205 
Gilman, Charlotte Perkins, 295 
Gilpin, William, 145 

Girl Seated by the Sea (Henri), 35, 117, 117 
Giverny (France), 95, 107 
American painters at, 18, 22, 52, 57-58, 73, 
79, 96, 125 



A Bird's-Eye View (Robinson), 56, 57 
Morning on the Seine, near Giverny (Monet), 
79, Si 

postcard photographs of, 96 

Shinnecock compared to, 98 

The Ten Cent Breakfast (Metcalf), 96, 97, 223 

Valley of the Seine from Giverny Heights 

(Robinson), 57-58,57,73 
Glackens, Edith, 220, 224, 272, 273 
Glackens, William 

background of, 4, 5, 24, 98, 124, 182 
beach scenes of, 120 

Beach Side, 120, 121 
biography of, 349-50 
Cafe Boulevard illustration, 227 
Central Park in Winter^ 155—58, 157, 160 
ChezMouquin, 220, 221-25 
Hammerstein's Roof Garden, 203, 204-13, 

212 

New York studio of, 222 
The Shoppers, 267, 272, 273—76 
A Summer-Night Relaxation (illustration), 
207-8, 208 
Gleyre, Charles, 69 

Gloucester (Cape Ann, Massachusetts), 87, 95, 
97,98, 100,120,122-33 
A Basket of Clams (Homer), 124, 127 
The Church at Gloucester (Hassam), 131-33, 

churches in, 130— 33, 132, 133 
Gloucester Harbor (Hassam), 127, 128 
Gloucester Harbor (Metcalf), 125-27, 126 
Gloucester Harbor (Sloan), 127—30, 129 
Gloucester Harbor (Twachtman), 127, 128 
Gloucester Trolley (Sloan), 130-31, 131 
map of, 122 

Stage Fort Across Gloucester Harbor (Lane), 
122-23,123 
golden section, 48 

Golden Swan Cafe (New York City), 228, 228 
golf, 93, 242 
Aspects of Suburban Life: Golf {Cadmus), 245, 

Goncourt, Edmond de, 13 5 

Goncourt, Jules de, 13 5 

Good Housekeeping (periodical), 222, 223 

Goodrich, Lloyd, 6 

Goodwin, Alfred Henry, 61 

Gotham Hotel (New York City), 197, 198 

Gould, George J., 243 

Gould, Jay, 243 

Grace Church (New York City), 184 

Gramercy Park (New York City), 185 

Grand Manan Island (New Brunswick, Canada), 

Morning at Grand Manan (Bricher), 99, 99 
Grand Prix Day (Hassam), 178—79, 179 
Grand Street (New York City), 196 
Grant, Robert, 255-56, 255-, 279 
Gravesend Bay (Chase), 105 
Gray and Brass (Sloan), 242, 243 
Greek Revival style, 182 
Greely, A. W., 94 
Greenland, 85 

Greenwich (Connecticut), 58, 61, 71 
Greenwich Village (New York City), 181-83 
Backyards, Greenwich Village (Sloan), 297-301, 
300 

Bleecker and Carmine Streets (Luks), 193, 
195-96 

Hell Hole (Sloan's etching), 228, 22^ 



In the Studio (Chase, ca. 1880), 43, 45 
Renganeschi's Saturday Night (Sloan), 222, 

Salmagundi Club, 182 
The Tenth Street Studio (Chase), 43, 44 
Tenth Street Studio Building, 42, 43, 44, 114, 
182, 209 

Washington Arch, Spring (Hassam), 181, 181, 

183 

William Merritt Chase in His Tenth Street Studio 

(photograph), 44 
Within a stone's throw of gray old Washington 

Square (Shinn's illustration), 224 
See also Carmine Street; Cornelia Street; Fifth 
Avenue; Washington Square 
Grey Day on the Charles (Breck), 79—81, 80 
Grez-sur-Loing (France), 96, 107 
Griswold, Florence, 98 
Gun Foundry (J. E Weir), 84, 84 

Haarlem (Netherlands), 228 

Haden, Annie, Whistler's painting of, 252, 252 

Haden, Deborah Delano, Whistler's painting of, 

252, 252 
Hale, Phillip Leslie, 58 
Hall at Shinnecock (Chase), 43, 46, 116 
Hals, Frans, 5, 143 

Banquet of the Officers of the St, George Civic 
Guard, 228—30, 229 

Malle Babbe, 43 
Hamerton, P. G., 7 
Hammerstein, Oscar, 210 
Hammerstein's Roof Garden (New York City) 

Hammerstein's Roof Garden (Glackens), 203, 
204-13, 212 

A Summer-Night Relaxation (Glackens's 
illustration), 207—8, 208 
Hapgood, Hutchins, 231 
Harlem River (New York City) 

photographs of bridge over, 165, 167 

Roundhouse at High Bridge (Luks), 168, 169 

Spring Night, Harlem River (Lawson), 165-68, 
166, 173 

Harmony in Green and Rose: The Music Room 

(Whistler), 252, 252 
Harnett, William Michael, 234 

After the Hunt, 233 
Harper's Bazar (periodical), 113, 207 
Harper's Weekly, 15, 81, 231, 253 
Harrison, Constance Gary, 250, 260 
Harrison, Elizabeth, 291, 293 
Harrison, Lowell Birge, 58, 96, 97 
Hartmann, Sadakichi, 171, 230, 249 
Harvey, George, 102 
Harvey, Maud, 228 
Harwood, A. A., 42 
Hassam, Childe 

Allies Day, May 1917, 196-99, 197 

At the Florist, 14—15, 16, 179, 188 

background of, 5, 24, 71, 87, 98, 106, 139, 173, 

178 

biography of, 350 

Charles River and Beacon Hill, 2-3, 175-78, 
176 

The Church at Gloucester, 131-33, 132 
The Church at Old Lyme, 131 
The Church at Provincetown, 131 
classification of work of, 3 
Columbus Avenue, Rainy Day, 174 
at Gloucester, 124, 127, 131-33 
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Gloucester Harbor, 127, 128 

Grand Prix Day, 178-79, 179 

The Holley Farm, 71, 72 

In the Garden (Celia Thaxter in Her Garden), 

89-92, 90, 100 
July Fourteenth, Rue Daunou, 19 10, 198 
Late Afternoony New York: Winter, 10, 12-13, 

188 

as member of The Ten, 22 
nationalism of, 179—80 
New England and, 25, 66 
New York as focus of, 179 
New York studios of, 183 
on painting, 3,4, 54, 55,135 
Poppies, 100, loi 
Rainy Day, Boston, 174-75, 174 
The Room of Flowers, 89-92, 91 
Seaweed and Surf, Appledore, at Sunset, 100, 
100 

The Ten Cent Breakfast (Metcalf), possibly 

depicted in, 96, 97 
Union Square in Spring, 165, i8y, 188, 221 
Washington Arch, Spring, 181, 181, 183 
Winter in Union Square, 183—84, 184, 186 
Haussmann, Baron Georges-Eugene, 136, 174, 
178 

Havemeyer, Mrs. H. O., 19 
Havemeyer family, 20 
Haweis, Hugh Reginald, 305-9 
Hawthorne, Charles Webster 

biography of, 350-51 

Bums Drinking, 230, 230 

contemporary evaluation of, 230—31 

The Story, 228-30, 229 
Haymakers (Les Foins) (Bastien-Lepage), 9, 9 
Haymarket, The (Sloan), 209-10, zii, 228 
Hearn, George A., 24 
Heenan, John C., 237 

Helleu, Alice Guerin, Sargent's painting of, 50-51, 
5i>5i, S3 

Helleu, Paul, Sargent^s painting of, 50-51, 51-52, 
S3 

Hell Hole (Sloan's etching), 228, 22^ 
Henri, Robert 
on art, 6, 14, 36 
on art for life's sake, 168 
At Far Rockaway, 88-89, 112,-14, 113 
background of, 4, 5, 33, 35-36, 85, 139, 180 
biography of, 3 5 1 
Girl Seated by the Sea, 3 5, 117, 117 
as *'Manet of Manhattan," 215-16 
portraits by, 24, 36-38, 41-42 

The Art Student: Portrait of Miss Josephine 

Nivison, 38, 40, 41-42 
George Luks, 3 7, 3 8 
as Realist, 3, 228 
Salome (No. 2 j, 215, 215 
Street Scene with Snow {57th Street, N.Y.C.), 

II, 12-13 
as teacher, 13, 24, 209, 301, 303 
Henry, Edward Lamson, 8, 67-69, 98 
Late Afternoon on the Old Delaware and 
Hudson Canal, at Port Ben, Ulster County, 
69, 71 

Old Clock on the Stairs, 284, 284 
Henry Street Settlement (New York City), 303, 
303 

Hepworth, G. H., 258 

Herald Square (New York City), 186 

Herbert, Robert L., 7, 136, 139, 207, 282 



Herbert, Victor, 30 

Hersey, Heloise E., 261, 277 

Hester Street (Luks), 190, 191-95, 273 

Hester Street (New York City) 
Hester Street (Luks), 190, 191-95, 273 
photographs of, 191, 192 

High Bridge (New York City), 168, 169 

High Tide (Eagle Head, Manchester, Massachu- 
setts) (Homer), 113, 115 

Hill, John Henry, 25 

Hill,John William, 25 

Hine, Lewis, 192 

Hiroshige, Utagawa, 149 
Fireworks over the Rydgoku Bridge, Famous 
Views ofEdo (woodblock print), 75, 75 

Hirschfeld, Gustave, Le Palais du Luxembourg: 
Le Petit- Luxembourg — Le Jardin, 13 8 

Hofmann, Hans, 231 

Hokinson, Helen E., 269 

Holiday, A (Potthast), 121, 121 

holidays, public, 92 

Holley, Edward, 71 

Holley, Josephine, 71, 75 

Holley House (Cos Cob, Connecticut), 98 
The Holley Farm (Hassam), 71, 72 
View from the Holley House, Winter 
(Twachtman), 75-77, 76 

Holmes, Oliver Wendell, 79, 122 

home, 246-309 

The Bath (Cassatt), 246-4J, 294, 295 

The Blue Cup (DeCamp), 257, 25^ 

The Breakfast (Paxton), 247, 249 

The Breakfast Room (Tarbell), 247-49, 248 

decorative arts for, 281-84 

Harmony in Green and Rose: The Music Room 

(Whistler), 252, 252 
The House Beautiful: Essays on Beds and 
Tables, Stools and Candlesticks (Crane's 
frontispiece), 282-83, 2^2 
Infantry in Arms (Lippincott), 249-50, 250 
Lady at the Tea Table (Cassatt), 282-84, 2S3 
manuals for decorating of, 285-86 
The Morning Paper (Paxton), 256, 256 
My Macbeth (Hunt), 28s, 286 
Old Clock on the Stairs (Henry), 284, 284 
Three AM, (Sloan), 265, 266, 277, 288 

Homer, Winslow 
background of, 85, 99, 100, 106, 182 
A Basket of Clams, 124, 127 
Central Park wood engravings of, 141 
Eagle Head, Manchester, Massachusetts (High 

Tide), 113, 113 
in Gloucester, 123, 124, 127 
Northeaster, 32,^^ 

A Parisian Ball — Dancing at the Bal Mabille 
(wood engraving), 209, 209 
Hopkins, Mary Alden, 286, 290, 291 
Hopper, Edward, 33, 124 

wife of, 41-42 
Horseneck Brook (Greenwich, Connecticut), 

Icebound (Twachtman), 61-63, 
horse racing 

Grand Prix Day (Hassam), 178-79, 179 

Return from the Races (de Nittis), 142, 142 
horse show, 93 
horses in polo. See polo 
Hoschede, Suzanne, 58 
Houston Street (New York City), 191 
Howe, Irving, 301 
Howe, Julia Ward, 277 



Howells, John, 261 
Howells, William Dean, 66 

Criticism and Fiction, 8 

A Hazard of New Fortunes, 182, 195, 196 

The Rise of Silas Lapham, 113, 177 

Suburban Sketches, 81 
Hoyt, Mrs. William S,, 107 
Hudson River (New York City) 

A Morning Snow — Hudson River (Bellows), 

Rain on the River (Bellows), 168-71, 170 
Hudson River School, 28, 57, 59, 63, 67, 87, 89, 

95,103,104,140 
Hughes, Rupert, The Real New York, 180 
Huneker, James, 165, 168 
Hungarian restaurants in New York City, 227 
Hunt, Charles, My Macbeth, 28^, 286 
Hunt, William Morris, 52, 95, 97, 123, 182 
"Hunt for Bohemia, The" (article), 224, 227 
Hyde, W. H., illustrations by, 255-56, 255, 279 

ice skating, Moonlight Skating — Central Park, 
the Terrace and Lake (Inman), 140-41, 141 

Idle Hours (Chase), 93, 109-13, iii 

immigration, 7, 27, 93 

Americanization and, 261, 261 
to Boston, 173 

In the Land of Promise — Castle Garden 

(Ulrich), 7, ^, 164 
to New York City, 182, 183, 191, 195, 297, 301, 

303,305 
Impressionism, French 
American reactions to, 3-4, 5, 18-22 
cultural context, 7 
definition of, 3 

exhibitions of, 14, 19, 20, 22, 32, 136 
general characteristics of, 4 
modern urban life depicted in, 135, 139 
theater and opera in, 204 
Impressions on Impressionism (publication), 
3^-33 

Independent Artists' Exhibition, New York (1910), 

237,23s, 239 
Infantry in Arms (Lippincott), 249—50, 250 
Inman, John O'Brien, Moonlight Skating — 

Central Park, the Terrace and Lake, 140—41, 141 
In My Neighbor's Garden (Bricher), 106 
Inness, George, 77 

Sunrise, 5 2, 54 
Interior (The Rape) (Degas), 265, 267 
Interior, Woman at the Window (Caillebotte), 

^55,^55 

Interior: Young Woman at a Table (In the Studio) 

(Chase), 115, 116, 116 
International Studio (periodical), 45, 249 
In the Garden (Celia Thaxter in Her Garden) 

(Hassam), 89-92, 90, 100 
In the Land of Promise — Castle Garden (Ulrich), 

7, 8, 164 

In the Orchard (Tarbell), 22, 23, 32 

In the Park (Weir), 143-44, ^43 

In the Studio (Chase, ca. 1880), 43, 45 

In the Studio (Chase, 1892), 115 

In the Studio (Stevens), 41 

In the Studio (Interior: Young Woman at a Table) 

(Chase), 115, 116, 116 
Ipswich (Massachusetts), 67, 68, 98, 124 
Iron Bridge at Windham (Weir). See Red Bridge, 

The 

Isham, Samuel, 186 
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Isles of Shoals (New Hampshire), 87, 95, 98, 107 
In the Garden (Celia Thaxter in Her Garden) 

(Hassam), 89-91, 90, 100 
The Room of Flowers (Hassam), 89-92, 91 
Seaweed and Surf, Appledore, at Sunset 

(Hassam), 100, 100 
See also Appledore Island 

Italian restaurant in New York City, 222, 225 

Italians in New York City, 193, 195-96 
See also Little Italy 

Italy, American painting of, The Sketchers^ 49, 49 

Jackson, John Brinckerhoff, 66 

Jackson, William Henry, The Harlem River 

(photograph), 165, 167 
Jackson Building (New York City), 188 
Jacobs, Michael, 96-97 
James, Henry, 19, 66, 180 

The American^ 273 

The American Scene^ 188 

The Bostonians, 253 

The Portrait of a Lady, 267, 273 
James, William, 30 

James Abbott McNeill Whistler (Chase), 36, 37 
Japanese prints, 60, 149 

Fireworks over the Ryogoku Bridge, Famous 
Views ofEdo (Hiroshige's woodblock print), 
75, 7S 

Twelfth Acty from the Japanese Kana Copybook 
Version of the ChUshingura (Kuniyoshi's 
woodblock print), 83, ^3 
Jeanne (Maurer), 259, 261, 262 
Jefferson Market Jail (New York City), 222 
Jeffries, James J., 237, 240 
Jewett, Sarah Orne, 66 

The Country of the Pointed Firs, 30 

Deephaven, 125 
Jews in New York City, 190, 191—92 
Joffre, Joseph -Jacques-Cesaire, 198 
Johnson, Jack, 240 
Joplin, Scott, 30 

July Fourteenth, Rue Daunou, 19 10 (Hassam), 
198,195 

Keith, B. E, 217 
Kelley,M. E.J., 277 
Kellogg, Augusta W., 79 
Kensett, John Frederick, 102, 123 

Eaton's Neck, Long Island, 99, 103, 103 
Kent, Rockwell, 33,55, 85-87, 108 

biography of, 351— 52 

Maine Coast, 86, Sj 
Keying Up — The Court Jester (Chase), 205, 20^ 
Kids (Bellows), 261, 301-3, 302 
Kimball, Benjamin, 24 
Kimball, David, 24 
King, Moses, 155, 177, 233 
King's Handbook of New York, 231 
Kipling, Rudyard, 122, 243 
Kirkpatrick, E. A., 295 
kleptomania, 276 
Knight, Daniel Ridgway, 18, 28 
Knights of Labor, 85 
Knowlton, Helen M., 122 
Kobbe, Gustav, 260, 260 
Koehler, Robert, The Strike, 7, 8 
Kuniyoshi, Utagawa, Twelfth Act, from the 

Japanese Kana Copybook Version of the 

ChUshingura (woodblock print), 83, §3 



labor, 9 

The Butcher Cart (Luks), 27—28, 27 
by children, 295 

The Forge (An Apprentice Blacksmith) 

(Robinson), 30-31, 30 
Les Las (Adler), 27—28, 27 
The Strike (Koehler), 7, 8 
at Willimantic Linen Company, 85 
by women, 264, z6^-6j, 276-78. See also 

maids and nurses 
Labor Day, 186 

La Chambre (Shinn), 266, 267 
Ladies* Home Journal (periodical), 293 
Ladies-in-Waiting, The (LasMeninas) (Velazquez), 

43,46-47,46 
Ladies' Mile (New York City), 185 
Lady at the Tea Table (Cassatt), 282—84, 2^3 
Lady Trying on a Hat (The Black Hat) (Benson), 

267-69, 168, 273 
La Farge, John, 6 
Lake Carasaljo (New Jersey), 243 
Lake for Miniature Yachts, The (Chase), 150—52, 

151, 297 
Lake George (New York), 94 
Lake Mohonk (New York), 94 
Lakewood (New Jersey), 241, 243 
Lamb, Thomas, 218 
landscapes, 51-87 

A Bird's-Eye View (Robinson), 56, 57 

Bridge at Ipswich (Wendel), 67, 68 

Cornish Hills (Metcalf), 64-66, 65 

Dutch school of, 69-71 

Emerald Pool, Yellowstone (Twachtman), 63, 

64 

The Factory Village (Weir), 25-27, 26, 61, 
83-85 

Grey Day on the Charles (Breck), 79-81, 80 

Icebound (Twachtman), 61-63, 62 

The Laundry, Branchville (Weir), 60, 60, 289 

Maine Coast (Kent), 86, 87 

Morning on the Seine, near Giverny (Monet), 

Niagara Falls (Twachtman), 63, 63 
The Pool, Medfield (Bunker), 77-79, 78 
Port Ben, Delaware and Hudson Canal 

(Robinson), 24, 69—71, 70 
The Red Bridge (Weir), 82, 83, 165 
The Rundy House on the Neponset River 

(Enneking), 55,55 
Sunrise (Inness), 5 2, 54 
Valley of the Seine from Giverny Heights 

(Robinson), 57-58,57,73 
West Point Foundry, Cold Spring, New York 

(Palmer), 84, 84 
West River Valley, Townshend, Vermont 

(Robinson), 58,59 
Lane, Fitz Hugh, 124 
Stage Fort Across Gloucester Harbor, 122—23, 

123 

Langtry, Li Hie, 217 

Laning, Edward, 189 

Large Boston Public Garden Sketchbook 

(Prendergast), 160, 160 
Las, Les (Adler), 27-28, 27 
Late Afternoon, New York: Winter (Hassam), 

10, 12-13, 

Late Afternoon on the Old Delaware and Hudson 
Canal, at Port Ben, Ulster County (Henry), 69, 

71 



laundry, 258, 286-91 
Backyards, Greenwich Village (Sloan), 297-301, 
300 

A Breezy Day (Curran), 289, 2S9 
Cliff Dwellers (Bellows), 194, 196, 199 
The Laundry, Branchville (Weir), 60, 60, 289 
Night Windows (Sloan's etching), 288, 288 
Sun and Wind on the Roo/" (Sloan), 288 
Sunday, Women Drying Their Hair (Sloan), 
^77, ^78 

Why Don*t They Go to the Country for a 
Vacation? (Bellows's lithograph), 195, 196 

A Woman's Work (Sloan), 286-90, 2^7 
Laundry, Branchville, The (Weir), 60, 60, 289 
Laurensz, Jacob, 230 

Law Is Too Slow, The (Bellows's lithograph), 

240, 240 
Lawson, Ernest 

biography of, 3 5 2 

Spring Night, Harlem River, 165-68, 166, 173 
Leeds, John, 277 
Lefebvre, Jules-Joseph, 18, 178 
Leibl, Wilhelm, 22, 139 
leisure, 89, 92—95 

See also beaches; country retreats; suburban 
resorts; urban leisure 
Leslie*s Weekly, 188 
Lewis, Sinclair, 24 
Lincoln, Abraham, 231 
Lincoln Square Theatre (New York City), 209 
Lind, Jenny, 164 
Lippincott, William Henry, 8 

Infantry in Arms, 249-56, 250 
Lippincott' s Magazine, 20, 98 
literature 

American, nationalism in, 30 

French, compared with American, 8—9 
lithographs, 46 

of boxing, 237, 237 

Central Park in Winter (Currier and Ives), 140, 
141 

Fifth Avenue (four years after the death of 
Madame Restell) (photo-lithograph), 182 

The Law Is Too Slow (Bellows), 240, 240 

The White Hope (Bellows), 240, 240 
Little Hungary (New York City), 227 
Little Italy (New York City), 195 

Tiny Italian Girls Dance to Tunes Played by 
the Organ Man (Oscar Maurer's 
photograph), 309 

See also Italians in New York City 
Little Theatre (New York City), 212 
Loftie, William John, Plea for Art in the House, 

with Special Reference to the Economy of 

Collecting Works of Art, and the Importance of 

Taste in Education and Morals, 253, 285, 286 
Loge, The (Cassatt), 206, 207 
London 

Somerset House, 155 

Whistler's park scenes in, 143 

See also Crystal Palace; Trafalgar Square; 
Vauxhall Gardens 
London, Jack, "A Piece of Steak," 234 
Long Branch (New Jersey), 95, 100 
Longchamp, Hippodrome de (Paris), 178, 179 
Longfellow, Henry Wadsworth, 31, 79, 122 

Evangeline, 66 
Long Island (New York), 95, 102-16 

Dutch settlers in, 108 
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East End of, 105—16 

Eaton s.Necky Long Island (Kensett), 99, 103, 
103 

map of, 103 

See also specific sites 
Long Island Democrat (newspaper), 102-3 
Long Island Railroad, 103, 105, 109 
Looking and Pricing (Miller), 274, 275 
Louvre (Paris), 31 

Garden of the Princess^ Louvre (Monet), 184, 
1S4-85 
Low, Will H.,58 
Lowell, James Russell, 79 
Lowell, Orson, 261 
Lowenthal, David, 67 
Lower East Side (New York City) 

children's play in, 297, 301 

Cliff Dwellers (Bellows), 194, 196, 199, 301 

description of, 191-92 

Henry Street Settlement, 303, 503 

Hester Street (Luks), 190, 191-95, 273 

Kids (Bellows), 261, 301-3, 302 

photographs of, 191, 192 

population of, 191 

The Spielers (Luks), 305-9, 30S 

Tiny Italian Girls Dance to Tunes Played by 
the Organ Man (Oscar Maurer's 
photograph), 309 

Why Dont They Go to the Country for a 
Vacation? (Bellows's lithograph), 195, 196 
Low Tide (Robinson), 72, 74, 75 
Low Tide, Riverside Yacht Club (Robinson), 72, 

74^75 

Ludlow Street (New York City), 191 
Luks, George 

background of, 4, 5, 33, 38, 182, 228 

biography of, 3 5 2— 5 3 

Bleecker and Carmine Streets , 193, 19^-96 

The Butcher Cart, 27-28, 27 

The Chapman Gallery, 280, 280 

Henri's portrait of, 3 7, 3 8 

Hester Street, 190,191— 9$, zj 3 

Roundhouse at High Bridge, 168, 169 

The Spielers, 305-9, 30S 
Luminism, 123 

Luncheon at Delmonico's, A (Smedley's illustra- 
tion), 221, 222 

Luxembourg Gardens (Paris), 136, 138, 138 
In the Luxembourg Gardens (Sargent), 135-38, 

^37, 143, 150, 154 
Lydia Crocheting in the Garden at Marly (Cassatt), 

^57,257 
lynching, 240, 240 
Lynes, Russell, 3 6 

McAllister, Ward, Society As 1 Have Found It, 180 
Macbeth, Robert, 66 

Macbeth Galleries (New York City), 4, 22-24, 

36, 225,284,2^5 
McClure's (periodical), 222 
MacDowell, Edward, 30 
McEntee, Jervis, 140 
MacKaye, Percy, The Antick, 66 
McKim, Mead, and White (architects), 198 
McSorley, John, 23 3 

McSorley's Bar (New York City), 38, 290 
McSorley's Back Room (Sloan), 233 
McSorley*s Bar (Sloan), zoo-zoi, zzi, 
231-33,232 



Macy's department store (New York City), 280, 
289-90 

Madison Avenue (New York City), 195 
Madison Square (New York City), 155, 180, 185 
Magnolia (Massachusetts), 97, 123 
maids and nurses, 47, 48, 181, 181, 247, 248, 249, 

249, 250, 250, 290 

The Blue Cup (DeCamp), 257, 25 S 

Ernesta (Child with Nurse) (Beaux), 291, 292 
Maine, 64, 85-87, 95 

Maine Coast (Kent), 86, 87 

See also Boothbay Harbor; Monhegan Island; 
Ogunquit 

Mallarme, Genevieve, Cassatt's painting of, 206, 
207 

MalleBabbe (Hals), 43 

Manchester (Massachusetts), 113, 113, 123 

Manet, Edouard 

American criticism of, 20 

background of, 3, 4, 18, 48, 115, 120, 135, 143, 
244 

Boating, 20, zi 
Boy with a Sword, 20, 142 
Cafe-Concert, 209, 210 
The Execution of Maximilian, 20, 20 
Masked Ball at the Opera, 209, 211 
Music in the Tuileries Gardens, 142, 142 
The Street Singer, 215, 215 
subject matter of, 5, 9, 15, 139, 223 
Woman with a Parrot, 20, 142 
Manhattan Beach (Brooklyn, New York City), 
102 

Manhattan Opera House (New York City), 213 
Maratta, Hardesty G., 127, 196 
Marblehead (Massachusetts), 122, 123 
Marin, John, 33, 180 
Marly-le-Roi (France), 96, 257 
Marquand, Henry G., 182 
Marriott- Watson, H. B., 252, 290 
Marsh, Reginald, 189 

Monday Night at the Metropolitan, 213,213 
Marshall Field's department store (Chicago), 273 
Martin, E. S., 291 
Marx, Karl, 4 

Massachusetts. See Annisquam; Boston; Cape 

Ann; Cape Cod; Charles River; Gloucester; 

Ipswich; Magnolia; Manchester; Marblehead; 

Medfield; Nahant; Nantucket; Newton; 

Provincetown 
Massachusetts State House (Boston), 152, 153, 

155 

Masses (periodical), 182, 279, 280 
mathematical compositional formats, 48 
Matisse, Henri, 6 
Matthews, Franklin, 94 
Maurer, Alfred 

An Arrangement, 270-73, 271 

biography of, 353 

Jeanne, 259, 261, 262 
Maurer, Oscar, Tiny Italian Girls Dance to Tunes 

Played by the Organ Man (photograph), 309 
Maximilian (Emperor of Mexico), The Execution 

of Maximilian (Manet), 20, 20 
Max Schmitt in a Single Scull (The Champion 

Single Sculls) (Eakins), 28, 29 
May Day, 186, 189 
Meacham, George E, 155 
Mearkle, A. L., 258 
Mechlin, Leila, 67 



Medfield (Massachusetts), 77-79, 78 
Mencken, H. L., 6 

Meninas, Las (The Ladies-in-Waiting) (Velazquez), 

43.46-47,46 
Metcalf, Henrietta Alice McCrea, 64 
Metcalf, WiUard 

background of, 5, 57, 179 

Battery Park, Spring, 162-65, 163 

biography of, 353-54 

Cornish Hills, 64-66, 65 

Early Spring Afternoon — Central Park, 162, 
164,165,173 

Gloucester paintings of, 125 

Gloucester Harbor, 125-27, /26 

illustration of Players Club by, zo8 

as member of The Ten, 22 

in New England, 25, 63-66, 87, 95, 98, 1 24 

The Ten Cent Breakfast, 96, 97, 223 
Metropolitan Museum of Art, The 

cartoon on, 279, 280 

first site of, 185 

founding of, 261 

Robinson painting declined by, 24 
Metropolitan Opera House (New York City), 
210, 213 

Monday Night at the Metropolitan (Marsh), 
213,213 
Miller, George, 46 
Miller, Kenneth Hayes, 189 

Looking and Pricing, 274, 275 
Miller, William Ricarby, 140 
Millet, Jean Francois, 28, 52, 58, 102 
Minding the Baby, Cherry Hill (Riis's photograph), 

301 

miniature yacht racing, 150-52, i^i, 297 
Mitchell, Dolores, 261 
Mitchell, S. Weir, 262 
Moment Musicale (Ulrich), 307 
Monet, Claude 
American exhibition of paintings of (1886), 
20, 21 

changing effects of weather and seasons in 

paintings of, 63, 79 
Garden of the Princess, Louvre, 184, i84-8<^ 
atGiverny, 22, 52, 58, 79, See also Giverny 
as mentor of Americans, 57-58 
as mentor of Robinson, 57-58, 73-74 
Morning on the Seine, near Giverny, 79, 81 
nationalism of, 22, 29 
Realists' rejection of, 4 
Robinson's portrait of, 97 
Rouen Cathedral facades of, 131, 133 
Rue Montorgeuil, Paris, Festival of June 30, 

i8y8, 12, 198, 199 
Sargent's friendship with, 135 
subject matter of, 7, 67, 1 19 
Monhegan Island (Maine), 85-87, 98 
Monmouth County (New Jersey), 100, 102, 243 
Monmouth Park (New Jersey), 93 
Montauk (Long Island, New York), 105, 106 
Moonlight Skating — Central Park, the Terrace 

and Lake (Inman), 140-41, 141 
Moore, George, 18 

Moore, James B., Glackens's painting of, 220-21, 

223-24 
Moran, Thomas, 98, 99, 106 
Morgan, Charles, 171 
Morgan, J. P., 213, 279, 280 
Morisot, Berthe, 255 
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Morning at Grand Manan (Bricher), 99, 99 
Morning on the Seine, near Givemy (Monet), 79, 
81 

Morning Paper, The (Paxton), 2,56, 256 
Morning Snow — Hudson River, A (Bellows), 

171-73, 172 
Morten, Alexander, 24 

Morton House (New York City), 184-86, 184, 188 
Mother About to Wash Her Sleepy Child (Cassatt), 

295,296 
Mother's Day, 293 
Mott Street (New York City), 196 
Moulin de la Galette (Paris), 210 
Moulin Rouge (Paris), 210 
Mount, William Sidney, 102, 105 

The Painter's Triumph, 42, 42 
Mount Ascutney (New Hampshire), 66 
Mount Desert Island (Maine), 95 
Mount Vfernon (Virginia, Washington's home), 32 
Mount Vesuvius (Italy), 66 
Mouquin's Sixth Avenue Restaurant in New York 

(Good Housekeeping), 223 
movies 

advent of, 218, 237 

Movies, Five Cents (Sloan), 218, 219 

New York in a Blizzard, 12 
Mowbray, H. Siddons, 15 
Mr. and Mrs. Anson Phelps Stokes (Beaux), 

258—60, 2J9 

Mr. and Mrs, I. N. Phelps Stokes (Sargent), 

258-60, 2J9 

muckraking, 4 

Mulberry Bend (New York City), 195 
Mumford, Lewis, 177 
Munich, 35, 139 
Munro, Eleanor, 42 
Munsey's Magazine, 2j6 

Murray's Roman Gardens restaurant (New York 

City), 222 
music, 304-9 

American nationalistic, 30 

At the Piano (Robinson), 305, 306 

At the Piano (Whistler), 307 

Cafe-Concert (Manet), 209, 210 

in the home, 304-5, 306, 307 

Moment Musicale (Ulrich), 307 

in New York City, 185 

UOrgue de Barbaric (Daumier), 309 

The Spielers (Luks), 305-9, 30S 

Tiny Italian Girls Dance to Tunes Played by 
the Organ Man (Oscar Maurer's 
photograph), 309 

See also opera 
My Macbeth (Hunt), 285, 286 

Nahant (Massachusetts), 95, 123 
Nantucket (Massachusetts), 102 
Napanoch (New York), 67, 69, 75, 98 
Napoleon HI, 136 

National Academy of Design (New York City), 7, 
22, 28, 36, 277 

nationalism 
in American arts other than painting, 30 
in American painting, 8, 25, 28-33, 55» 
139, 196 

American park's, evocation of, 144 
Hassam's, 179-80 
Monet's, 22, 29 
National Sewing Machine Company (New York 
City), 289 



Native Americans, 9, 28, 30 

Neponset River, The Rundy House on the 

Neponset River (Enneking), 55, 
New England, 57, 66 

artists' colonies in, 96, 98 

country retreats in, 95 

Homer's paintings of coast of, 32,33 

Metcalf in, 63-66 

as paradigm of American virtues, 66 

women's virtues in, 286 

See also Boston; Connecticut; Gloucester; 
New Hampshire; Newport; Vermont; and 
other sites 
New England Magazine, 124, 154 
Newfoundland, 85 
New Hampshire 

Cornish Hills (Metcalf), 64-66, 65 

summer boarders in, 94 

See also Appledore Island; Isles of Shoals 
New Jersey. See Asbury Park; Atlantic City; 

Avalon; Bayonne; Cape May; Lakewood; Long 

Branch; Monmouth County; Monmouth Park 
New Orleans, 253 
Newport, 95, 100, 125, 131, 245 
newspapers 

men's reading of, 247, 249, 253, 253, zjs 

women's reading of, 253-55, 255, 256 

See also specific newspapers 
Newspaper Stand (Shinn), 256 
New Theatre (Philadelphia), 214, 215 
Newton (Massachusetts), 81 
New York American (newspaper), 238, 239 
New York City 

American Fine Arts Society, 13 

Architectural League, 13 

Armory Show (1913), 5, 6, 127, 218 

Art Students League, 13, 35-36, 139, 185, 
260, 273 

City History Club, 261, 261 

clear air of, 181 

department stores in, 272, 273, 274, 274, 

280-81 
energy and growth of, 180 
Impressionist exhibitions in, 20, 143 
Macbeth Galleries, 4, 22-24, 
National Academy of Design, 7, 22, 28, 36, 

New York School of Art, 13, 36 

restaurants, bars, and nightspots in. See 
restaurants, bars, and nightspots; specific 
restaurants, bars and nightspots 

Stuyvesant Theatre, 24 

Temple Beth El, 150, 151 

theater in. See theater — in New York City 

University Settlement, 261 

See also Battery Park; Castle Garden; Central 
Park; Coney Island; Duane Street; Far 
Rockaway; Fifth Avenue; Fifty-seventh Street; 
Flatiron Building; Gravesend Bay, Harlem 
River; Hudson River; Lower East Side; 
Madison Square; Manhattan Beach; Metro- 
politan Opera House; Pennsylvania Station; 
Prospect Park; Queensboro Bridge; Rocka- 
way Beach; South Beach; Times Square; 
Twenty-third Street; Union Square; 
Washington Square; and other sites 
New York Evening Sun (newspaper), 224 
New York Herald (newspaper), 155, 217, 231 
New York in a Blizzard (movie), 12 
New York Kindergarten Association, 261 



New York Realists. See Ashcan School 

New York School of Art (New York City), 13,36 

New York State 

Gun Foundry (J. F. Weir), 84, 84 
Late Afternoon on the Old Delaware and 
Hudson Canal, at Port Ben, Ulster County 
(Henry), 69, 71 
Port Ben, Delaware and Hudson Canal 

(Robinson), 24, 69-71, 70 
West Point Foundry, Cold Spring, New York 

(Palmer's lithograph), 84, 84 
See also Lake George; Lake Mohonk; Long 
Island; Napanoch; Niagara Falls-, Saratoga 
New York Sun (newspaper), 244 
New York Sunday Press (newspaper), 102, 105 
New York Times (newspaper), 21, 192, 208, 240 
New York Tribune (newspaper), 19 
New York University (New York City), 182, 297 
New York World (newspaper), 38 
New York Zoological Society (New York City), 
164 

Niagara Falls (Twachtman), 63, 63 
NichoUs, Rhoda Holmes, 124 
nightspots. See restaurants, bars, and nightspots 
Night Windows (Sloan's etching), 288, z88 
Nivison, Josephine Verstille, Henri's portrait of, 

38, 40, 41—42 
Nocturne: Queensboro Bridge (The Bridge: 

Nocturne) (Weir), 165—68, 167 
Nocturne in Black and Gold: The Falling Rocket 

(Whistler), 143 
Norfolk Street (New York City), 191 
Norris, Frank, 4 

North American Review (periodical), 239 
Northeaster (Homer), 32, 33 
nostalgia, 67-77, ^7^ i9^> 2,22, 233 
Nova Scotia, 120 
nudes, 249, 265 

Forty-two Kids (Bellows), 303—4, 304 

of Native Americans, 28 
Nursery, The (Chase), 145-46, 14J 
nurses. See maids and nurses 
Nutley (New Jersey), 54 

Obweebetuck (Weir), 61, 61 

Ogunquit (Maine), 122 

O'Hagan, Anne, 269, 276 

Old Clock on the Stairs (Henry), 284, 284 

Old Home Week, 94 

Old Lyme (Connecticut), 96, 98, 102, 131 
old master paintings 

American Impressionism and, 48—49 

American Realists and, 228 

Stevens's criticism of Chase's work as reflection 

of,43,ii5>i39 
Olmsted, Frederick Law, 139, 140, 144, 145, 

147-52, 158, 160—61 
Olmsted, Olmsted, and Eliot (architects), 81 
only Bath-tub in the Block: it hangs in the Air 

Shaft, The (Riis's photograph), 279 
Open Air Breakfast, The (Chase), 146— 47, 146 
open-air painting classes, 97-98, 107, 107, 124 
opera 

Academy of Music (New York City), 185 
At the Opera (Cassatt), 202, 204-8, 207, 

213-14, 234 
Masked Ball at the Opera (Manet), 209, 211 
Monday Night at the Metropolitan (Marsh), 

213,213 

The Orchestra of the Opera (Degas), 217, 217 
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Salome (No. i) (Henri), 215, 215 

See also Metropolitan Opera House 
optimism in American painting and literature, 

8-13,27,87,139,196,224 
Orchard Street (New York City), 191 
Orchestra Pit, Old Proctor's Fifth Avenue Theatre 

(Shinn), 216, 217-18 
organ-grinders, 304, 305, 308-9 

VOrgue de Barbarie (Daumier), 309 

The Spielers (Luks), 305-9, 308 

Tiny Italian Girls Dance to Tunes Played by 
the Organ Man (Oscar Maurer's 
photograph), 309 
Orgue de Barbarie, V (Daumier), 309 
Osborne, Duffield, 98 

Oscanyan, Paul C, Fifth Avenue at Washington 

Square (photograph), 183 
Otero, Mile, 208-9 
Outcault, Richard Felton, 3 8 
outings, 92-94 

Oyster Gatherers ofCancale, The (Sargent), 136, 
136,138 

Pach, Walter, 43 

Paddy Flannigan (Bellows), 303, 304 
Painter's Triumph, The (Mount), 42, 42 
painting classes, open-air, 97-98, 107, 107, 124 
Palmer, Fannie, West Point Foundry, Cold Spring, 

New York (lithograph), 84, 84 
Palmer and Duff Shipyard (Cos Cob, Connecticut), 

75, 77 

Panama-Pacific International Exposition, San 

Francisco (1915), 24 
Paradise Roof Garden (New York City), 210 
Paris 

Academie Julian, 178 

Ecole des Beaux-Arts, 15, 22, 29, 52, 136, 180 
Exposition Universelle {1889), 28 
Opera of. See opera 
paintings of 

At the Florist (Hassam), 14-15, ij, 179, 188 

Les Las (Adier), 27-28, 27 

Paris Street, Rainy Day (Caillebotte), 12, 174, 
17s 

Rue Montorgueil, Paris, Festival of June 3 o, 
i8y8 (Monet), 12, 198, 199 
See also Arc de Triomphe; Au Bon Marche; 
Bal Mabille; Church of Saint- Philippe-du- 
Roule; Louvre; Luxembourg Gardens; 
Tuileries Gardens 
Parisian Ball — Dancing at the Bal Mabille 

(Homer's wood engraving), 209, 209 
Paris Street, Rainy Day (Caillebotte), 12, 174, ijj 
Park, The (Chase), 147-48, 147 
Park Bench (Chase), 148, 148 
parks. See Battery Park; Boston Public Garden; 
Central Park; Franklin Park; Luxembourg 
Gardens; Prospect Park; Riverside Park; 
Tuileries Gardens 
Parrish, Samuel, 107, 107 
Paul Helleu Sketching with His Wife (Sargent), 

Paxton, William MacGregor 

The Breakfast, 247, 249 

The Morning Paper, 256, 256 
Pearce, Charles Sprague, 18, 28 
Peck, Harry Thurston, 250, 257 
Pedestal Fund Art Loan Exhibition, New York 

City (1883), 20, 142, 143 
Pennsylvania Academy of the Fine Arts (Phila- 



delphia), 24, 291 

Pennsylvania Station (New York City), 168 

Perry, Lilla Cabot, 22, 24, 58 

Philadelphia, 4, 124 

Centennial Exhibition (1876), 24, 105, 284 
Wanamaker's department store, 275, 280-81, 
281 

See also New Theatre; Pennsylvania Academy 
of the Fine Arts; Rathskeller, The; Schuylkill 
River 

Philadelphia Inquirer (newspaper), 282 
Phillips, Abraham, frontispiece by, 303 
Phillips, Amy Lyman, 223 
Phillips, Duncan, 115, 168 
piano 

At the Piano (Robinson), 305, 306 

At the Piano (Whistler), 3 07 

Moment Musicale (Ulrich), 307 
Picasso, Pablo, 6 
Picknell, William Lamb, 97 
picnic, 93 

Picnic Grounds (Sloan), 161-62, 161 
Pictorialism, 13, 297 

Picture Buyer, The (Sloan's etching), 284, 2^5 
Picture Shop Window (Sloan), 280, 280 
Pigeon Cove (Gloucester, Massachusetts), 125 
Pink Note: The Novelette (Whistler), 269-70, 
270 

Pisano, Ronald G., 144 

Pissarro, Camille, 5, 20, 67, 143, 178, 188 

Plainfield (Connecticut), 64 

Plato, 286 

Piatt, Charles Adams, 64 

Players Club (New York City), 208, 208 

polo, 240-45 

Crowd at Polo (Bellows), 242, 244, 244 

Polo at Lakewood (Bellows), 240, 241, 243-44 

Polo Game (Bellows), 240, 242, 244 

Pompeii (Italy), 222 

Pont-Aven (France), 96, 97-98 

Poore, Henry Rankin, 98 

Poppies (Hassam), 100, 101 

Port Ben, Delaware and Hudson Canal (Robinson), 
24, 69-71, 70 

Port Jefferson (Long Island, New York), 105 

Portrait of Miss Dora Wheeler (Chase), 38-40, 39 

portraits 

Arrangement in Flesh Color and Black: Portrait 
of Theodore Duret (Whistler), 269, 270 

Arrangement in Gray and Black No. i: Portrait 
of the Painter*s Mother (Whistler), 291 

The Art Student: Portrait of Miss Josephine 
Nivison (Henri), 38, 40, 41-42 

of Bellows's wife, 34-3 j, 43-48, 47 

Claude Monet (Robinson), 97 

Elijah Boardman (Earl), 251-52, 2ji 

Esther Boardman (Earl), 251, 251 

George Luks (Henri), 37, 38 

by Hals, 43 

In the Garden (Celia Thaxter in Her Garden) 

(Hassam), 89—92, 90, 100 
James Abbott McNeill Whistler (Chase), 36, 

37,143 

Jeanne (Maurer), 259, 261, 262 

Jessica (Bunker), 79, 79 

Lady at the Tea Table (Cassatt), 282-84, 283 

Lydia Crocheting in the Garden at Marly 

(Cassatt), 257,257 
Las Meninas (The Ladies-in-Waiting) 

(Velazquez), 43, 46-47, 46 



modern concepts of, 215-17, 215, 217 
Mr. and Mrs. Anson Phelps Stokes (Beaux), 

258-60, 259 
Mr, and Mrs. L N. Phelps Stokes (Sargent), 

258-60,259 
Paul Helleu Sketching with His Wife (Sargent), 

50-51,51-52,53 
Portrait of Miss Dora Wheeler (Chase), 38-40, 

39 

Reading Le Figaro (Cassatt), 253-55, 254 
Salome (No. 2) (Henri), 215, 215 
Stein in Red Dress, White Fichu (Sloan), 265, 
265 

Three Sisters — A Study in June Sunlight 
(Tarbell), 262-65, ^^3 
Portraits in an Office, New Orleans (Degas), 253 
Potthast, Edward, A Holiday, 111,121 
Prendergast, Maurice, 95, 120, 124 
biography of, 354 
Central Park, 158-61, 159 
frontispiece for My Lady Nicotine: A Study in 

Smoke, 261, 262 
Large Boston Public Garden Sketchbook, 160, 
160 

Revere Beach, 121-22, 121 
Preparedness Day (19 16), 198 
Price, Uvedale, 145 
private clubs, 208—9 
prizefighting. See boxing 
Proctor, Frederick, 217—18 
Prohibition, 210, 221, 233 
Prospect Park (Brooklyn, New York City), 105 

designing of, 139-40, i45. 147-50 

Prospect Park, Brooklyn (Chase), 134-35, i39, 
149-50, 149 
prostitutes and prostitution, 9, 207, 221, 224-25, 

227, 228, 261 
Proust, Marcel, Remembrance of Things Past, 5 2 
Front's Neck (Maine), 85 
Provincetown (Massachusetts), 124, 131 
Puck Magazine, 182 
Puritanism, 25 
Pyke, Rafford, 92 

Queens (New York City), 100, 103-4, 119, 121 
At Far Rockaway (Henri), 88-89, 112,-14, ^^3 
Rockaway Beach, Long Island, New York 
(Blakelock), 104 

Queensboro Bridge (New York City), The Bridge: 
Nocturne (Nocturne: Queensboro Bridge) 
(Weir), 165-68, 167 

Raffaelli, Jean-Francois, 29—30, 217 
railroads 
Boston and Maine Railroad, 123 
Drawbridge — Long Branch Rail Road, near 

Mianus (Robinson), 72, 73 
elevated, 12, 186 

Battery Park, Spring (Metcalf), 162-65, 163 
Street Scene with Snow (57th Street, N. Y.C.) 
(Henri), ii, 12-13 
industrial growth and, 83 
Long Island Railroad, 103, 105, 109 
New York to Cos Cob, 71 
Rain on the River (Bellows), 168-71, 170 
Roundhouse at High Bridge (Luks), 168, 169 
See also trolley lines 
Rainy Day, Boston (Hassam), 174-75, U4 
Ralph, Julian, 309 
Ranger, Henry Ward, 52, 98 
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Rape, The (Interior) (Degas), 265, 267 

Rathskeller, The (Sloan), 224, 225 

reading by women, 251-56, 251, 252, 2^4—^6, 

269-70, 270 
Reading Le Figaro (Cassatt), 253-55, ^54 
recreation. See leisure; urban leisure 
Red Bridge, The (Weir), 81, 83, 165 
Reformed Dutch Church (New York City), 182 
Regnault, Henri, Automedon and the Horses of 

Achilles^ 116 
Rehearsal of the Ballet (Degas), 19-20, 20 
Reisinger, Hugo, 24 

Renganeschi's restaurant (New York City), 222, 
223 

Renoir, Pierre- Auguste, 5, 20, 135, 143, 178 
restaurants, bars, and nightspots, 221-33 
Absinthe (Degas), 230, 230 
Bums Drinking (Hawthorne), 230, 230 
Cafe-Concert (Manet), 209, 210 
ChezMouquin (Glackens), 220, 221-25 
in Chinatown (photograph), 227, 227 
Chinese Restaurant (Sloan), 221, 225—27, 226 
ethnic, 221-22, 231 

Hammerstein s Roof Garden (Glackens), 203, 

204—13, 212 
The Haymarket (Sloan), 209-10, 211, 228 
Hell Hole (Sloan's etching), 228, 22^ 
A Luncheon at Delmonico's (Smedley's illus- 
tration), 221, 222 
McSorley's Back Room (Sloan), 23 3 
McSorley's Bar (New York City), 38, 290 
McSorley's Bar (Sloan), zoo-zoi, 221, 231-33, 
23 i 

Mouquin's Sixth Avenue Restaurant in New 

York (Good Housekeeping), 223 
The Rathskeller (Sloan), 224, 225 
Renganeschi's Saturday Night (Sloan), 222, 

in skyscrapers, 221, 221 

The Story (Hawthorne), 228-30, 229 

Within a stone's throw of gray old Washington 

Square (Shinn*s illustration), 224 
Women on a Cafe Terrace, Evening (Degas), 

224, 22J 

Restell, Madame, 181 

Return from the Races (de Nittis), 142, 142 

Revere, Paul, 133, 155 

Revere Beach (Boston), 95 

Revere Beach (Prendergast), 121—22, 121 
Revere Beach (Prendergast), 121-22, 121 
Revolutionary Black Gang. See Ashcan School 
Rhode Island, 120. See also Newport 
Richards, William Trost, 99, 123 
Richardson, Edgar P., 6 

Riddle, Mrs. Robert Moore, portrait of, 282-84, 

2S5 

Riis, Jacob A., 5, 13 

The Battle with the Slum, ij^^ 297, 301 
The Children of the Poor, 301 
How the Other Half Lives, 180 
Minding the Baby, Cherry Hill (photograph), 
301 

The only Bath-tub in the Block: it hangs in the 
Air Shaft (photograph), 279 
Riley, James Whitcomb, "The Old Swimmin'- 

Hole," 30 
Ring Toss (Chase), 297, 298, 299 
Ring Toss (White's photograph), 297, 299 
Riordan, Robert, 21 
River Rats (Bellows), 303 



Riverside Park (New York City) 

A Morning Snow — Hudson River (Bellows), 
171-73, 172 

Rain on the River (Bellows), 168-71, 170 
Riverside Yacht Club (Cos Cob, Connecticut), 71 

Low Tide, Riverside Yacht Club (Robinson), 

7i, 74, 75 
Low Tide (Robinson), 72, 74, 75 
Robertson, Bruce, 3 3 
Robinson, Theodore 
American subjects of, 58-59 
At the Piano, 305, 306 
background of, 5 
biography of, 354-55 
A Bird's-Eye View, 56, 57 
Boats at a Landing, 75, 75 
canal views of, 67—71 
Port Ben, Delaware and Hudson Canal, 24, 
69-71, 70 
Claude Monet, 97 

Drawbridge — Long Branch Rail Road, near 

Mianus, 72, 73 
E. M. /, Betty, 71-72, 73 
The Forge (An Apprentice Blacksmith), 30—31, 

30 

at Grez-sur-Loing, 96 

as Impressionist, 4, 14, 22, 32, 54, 77, 98 

income of, 22 

Low Tide, 72, 74, 75 

Low Tide, Riverside Yacht Club, 72, 74, 75 

nationalism of, 30—31, 57 

in New York City, 179 

in The Ten Cent Breakfast (Metcalf ), 96, 97 

La Vachere, 18,19 

Valley of the Seine from Giverny Heights, 

57-58,57,73 
West River Valley, Townshend, Vermont, 58, 

S9 

Rockaway Beach (Queens, New York City), 103-4, 
119, 121 

Rockaway Beach, Long Island, New York 

(Blakelock), 104 
Rockefeller family, 243 

Rockport (Cape Ann, Massachusetts), 122, 123, 

roof gardens, 209, 210 
Hammerstein's Roof Garden (Glackens), 203, 

204-13, 212 
A Summer-Night Relaxation (Glackens's illus- 
tration), 207-8, 20S 
Room of Flowers, The (Hassam), 89-92, 91 
Roosevelt, Theodore, 25, 94, 227 
Roosevelt family, 213 
Roseboro, Viola, 164 

Roundhouse at High Bridge (Luks), 168, 169 
Rousseau, Theodore, 52 
Roxbury (Boston), 155 

Rue Montorgueil, Paris, Festival of June 30, i8y8 

(Monet), 12, 198, 199 
Rundy House on the Neponset River, The 

(Enneking), 55,55 
Rush, William, Tragedy and Comedy, 214, 215 
Ruskin, John, 143, 279 
Rutgers Female College, 262 

Sage, M. Olivia, 258 
Sagers, Tom, 23 7 

St. Botolph Club (Boston), 152, 208 
Sainte-Adresse (France), 102 
Saint-Gaudens, Augustus, 64 



St. Louis, Universal Exposition (1904), 33 

St. Nicholas (periodical), 188 

Saint Thomas Church (New York City), 197, 198 

Saisselin, Remy G., 270, 271 

Salmagundi Club (New York City), 182 

Salome (No. 2) (Henri), 215, 215 

saloons 

function of, 231, 233 

See also restaurants, bars, and nightspots 
San Francisco, Panama-Pacific International 

Exposition (191 5), 24 
San Virgilio (Italy), 49, 49 
Saratoga (New York), 95 
Sargent, John Singer 

background of, 5, 51 

biography of, 3 5 5 

as Impressionist, 4, 77 

In the Luxembourg Gardens, 135—38, 137, 
143,150,154 

Mr. and Mrs. 1. N. Phelps Stokes, 258-60, 259 

The Oyster Gatherers ofCancale, 136, 136, 

138 

Paul Helleu Sketching with His Wife, so-s^^ 

51-5^ 53 
The Sketchers, 49, 49 

The Ten Cent Breakfast (Metcalf), possibly 
depicted in, 96, 97 
Saturday half-holiday, 92, 93 
Schoelwer, Susan Prendergast, 87 
Schoolcraft, Henry Rowe, 261 
Schooner "Progress" Wrecked at Coney Island, 

July 4th, 18 J4, The (Silva), 104, 104 
Schuylkill River (Philadelphia), Max Schmitt in a 

Single Scull (The Champion Single Sculls) 

(Eakins), 28, 29 
Scribners Magazine, 94, 105, 167, 201, 208, 221, 

222, 255, 279 
Sears, Sarah, 24 
seascapes 

Morning at Grand Manan (Bricher), 99, 99 

Northeaster (Homer), 32, 33 

Poppies (Hassam), 100, 100 

Sea Scene (Twachtman), 99-100, 99 

Seaweed and Surf, Appledore, at Sunset 

(Hassam), 100, too 
See also beaches 
Sea Scene (Twachtman), 99—100, 99 
seaside resorts, 95, 98-102. See also specific resorts 
Seaweed and Surf, Appledore, at Sunset (Hassam), 

100, ICQ 

Second Avenue (New York City), 227 
servants. See maids and nurses 
Setaucket (Long Island, New York), 102 
Seurat, Georges-Pierre, Bathers at Asnieres 

(Une Baignade, Asnieres), 21, 21 
Seventeenth Street (New York City), i8y, 188 
Seventh Annual Exhibition of American Paintings, 

The Art Institute of Chicago (1894), 32 
Seventh Avenue (New York City), 12, 210, 212 
Sharkey, Tom, 237 
Shaw, Samuel X, 24 

Shawangunk Mountains (New York), 67 
Shearer, William J., 295 
Sheeler, Charles, 3 3 

Sheldon, George William, Recent Ideals of 

American Art, 28 
Shelter Island (Long Island, New York), 94 
Sherry's restaurant (New York City), 221, 222, 

224 

Sherwood, Mary Elizabeth, 305 
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Shetucket River (Connecticut), 83 
Shinn, Everett 

background of, 4, 5, 24, 182, 217 

biography of, 355-56 

catalogue cover, 286, 286 

La ChambrCy 266, 267 

"The Hunt for Bohemia" illustrations, 224, 
227 

Newspaper Standy 2^6 

The Orchestra Pit, Old Proctor's Fifth Avenue 

Theatre, 216, 217-18 
theater murals of, 24 
Shinn, Florence, 272, 273 

Shinnecock (Long Island, New York), 85, 87, 98, 
105, 106—16, 152 

The Chase Homestead, Shinnecock Hills 
(The Bayberry Bush) (Chase), 109, 109 
The Fairy Tale (Chase), 35, 109, 110, 113 
For the Little One (Chase), 115, 115 
A Friendly Call (Chase), 115-16, ji6 
Hall at Shinnecock (Chase), 43, 46, 116 
In the Studio (Chase, 1892), 115 
In the Studio (Interior: Young Woman at a 

Table) (Chase), 115, 116, 116 
Ring Toss (Chase), 297, 29S 

Shinnecock Art Village, 107 

Shinnecock Hills Summer School of Art, 107, loy 

Shinnecock Indian reservation, 108 

ships 

Gloucester Harbor (Metcalf), 125-27, 126 

Gloucester Harbor (Sloan), 129, 130 

The Schooner "Progress" Wrecked at Coney 

Island, July 4th, 1874 (Silva), 104, 104 
See also boats 
shipyard 

Palmer and Duff Shipyard (Cos Cob, Con- 
necticut), 75, 76, 77 
View from the Holley House, Winter 
(Twachtman), 75—77, 76 
Shoppers, The (Glackens), 267, 272, 273—76 
shopping 

At the Milliner's (Degas), 267, 269, 276 
Fifth Avenue, New York (Sloan), 274, 274 
Lady Trying on a Hat (The Black Hat) (Benson), 

267-69, 268, 273 
Looking and Pricing (Miller), 274, 275 
Picture Shop Window (Sloan), 280, 280 
in Shinn's catalogue cover, 286, 286 
The Shoppers (Glackens), 267, 272, 273-76 
The Show Case (Sloan), 273, 275 
Spring Sale at BendeVs (Stettheimer), 274, 274 
See also department stores 

Show Case, The (Sloan), 273, 273 

Silliman, Benjamin, 209 

Silva, Francis Augustus, 123 

The Schooner "'Progress" Wrecked at Coney 
Island, July 4th, i8y4, 104, 104 

Simmons, Edward E. 

background of, 5, 25, 185 
biography of, 356 

Boston Public Garden, 152-55, 153, 177 

on landscape painting, 5 5 

as member of The Ten, 22 
Sims, Patterson, 162 
Sinclair, Upton, 4 
Sisley, Alfred, 20 

Sixteenth Street (New York City), 184, 184 
Sixth Avenue (New York City), 12, 186, 222, 

225, 297 
Sketchers, The (Sargent), 49, 49 



skyscrapers, 5, 12, 180, 199, 201 

The Butcher Cart (Luks), 27-28, 27 

The Flatiron (Steichen's photograph), 13 

Late Afternoon, New York: Winter (Hassam), 
10, 12-13, 

restaurants in, 221, 221 
Slade, James, 155 
Sloan, Dolly, 130, 131, 289 
Sloan, John 

background of, 4, 5, 124 

Backyards, Greenwich Village, 297—301, 300 

biography of, 356-57 

Chinese Restaurant, 221, 225-27, 226 

Clown Making Up, 205, 205, 237 

The Cot, 264, 265-67 

Easter Eve, 14-15, 17 

Fifth Avenue, New York, 274, 274 

Foreign Girl, 265 

Gist of Art (book), 161, 189, 280 

Gloucester Harbor, 127-30, 129 

Gloucester Trolley, 130-31, 131 

Gray and Brass, 242, 243 

The Haymarket, 209-10, 211, 228 

Hell Hole (etching), 228, 228 

McSorley's Back Room, 233 

McSorley's Bar, 200-201, 221, 231-33, 232 

Movies, Five Cents, 218, 219 

New York studio of, 222 

Night Windows (etching), 288, 288 

The Picnic Grounds, 161-62, 161 

The Picture Buyer (etching), 284, 28s 

Picture Shop Window, 280, 280 

The Rathskeller, 224, 225 

as Realist, 3, 182 

Renganeschi's Saturday Night, 222, 223 
The Show Case (etching), 273, 273 
South Beach Bathers, 119, 120 
Stein in Red Dress, White Fichu, 26^,26^ 
Sun and Wind on the Roof, 288 
Sunday, Women Drying Their Hair, zj-j, 278 
Sunday Afternoon in Union Square, 188-89, 
1S9 

Three A.M., 265, 266, 277, 288 

The White Way, 214, 215 

A Woman's Work, 286-90, 2^7 
Women March," illustrations for, 290, 291 
Smedley, W. T., A Luncheon at Delmonico's 

(illustration), 221, 222 
Smillie, George, 106 
Smith, Jacob, 133 
Smith, John, 79, 122 
smoking 

In the Luxembourg Gardens (Sargent), 136, 
137 

Jeanne (Maurer), 258, 261, 262 
My Lady Nicotine: A Study in Smoke 
(Prendergast's frontispiece), 261, 262 

Socialists, 85, 189, 274, 288 

Society of American Artists, 13, 22, 24, 36, 125, 
139, 143, 260 

Society of Fakirs, 260 

Sorolla, Joaquin, 121 

Sousa, John Philip, "Stars and Stripes Forever," 
30 

Southampton (Long Island, New York), 98, 102, 

106-8. See also Shinnecock 
South Beach (Staten Island, New York City), 95 

South Beach Bathers (Sloan), 119, 120 
South Beach Bathers (Sloan), 119, 120 
Soyer, Raphael, 42, 189 



Spain, American painting of, At the Water Trough 

(Weir), 18, 18 
Spargo,John, 305 
Spears, Raymond S., 155 
Spencer, Albert, 20 
Spencer, Herbert, 92 
Spencer, Lilly Martin, 253 
Spielers, The (Luks), 305-9, 3 oS 
Spingler House (New York City), 185 
sports, 233-45 

new enthusiasm for, 92-93 

in New York parks, 147-48, 147 

See also specific sports 
Spring Night, Harlem River (Lawson), 165-68, 

166,173 

Stag at Sharkey's (Bellows), 234, 236, 237, 242 
Stage Fort Across Gloucester Harbor (Lane), 

122-23, 12.3 
Staten Island (New York City). See South Beach 
Steeplechase Park (Coney Island, Brooklyn, New 

York City), 105 
Steffens, Lincoln, 4, 71 
Steichen, Edward, 188 

The Flatiron (photograph), 13 
Stein, Eugenie ("Zenka") 

The Cot (Sloan), 264, 265-67 

Foreign Girl (Sloan), 265 

Stein in Red Dress, White Fichu (Sloan), 265, 
265 

Steinway Hall (New York City), 185 
Stella, Joseph, 33, 180 
Stephens, Kate, 286 
stereographs, 148, 148, 149, 150, 15/ 
Sterling, Ada, 207 

Stettheimer, Florine, Spring Sale at Bendel's, 274, 

Stevens, Alfred, 38, 43, 115, 139, 142, 143 

In the Studio, 41 
Stevenson, Robert Louis, in The Ten Cent 

Breakfast (Metcalf), 96, 97 
Stewart, Alexander Turney, 28, 281 
Stewart, Theodore, 233 

Stieglitz, Alfred, Winter — Fifth Avenue (photo- 
graph), 13 
Stokes, Anson Phelps 

background of, 261 

Beaux's portrait of, 258-60, 259 
Stokes, I. N. Phelps 

background of, 261 

Sargent's portrait of, 258-60, 259 
Stokes, Mrs. Anson Phelps 

Beaux's portrait of, 258-60, 259 
Stokes, Mrs. 1. N. Phelps (Edith Minturn) 

background of, 260-61 

Sargent's portrait of, 258-60, 259 
Stony Brook (Long Island, New York), 102, 105 
Strand Theatre (New York City), 218 
Strauss, Richard, 275 
streetcars. See trolley lines 
street performers, 215, 215, 237, 23 305-9 
Street Scene with Snow (s7th Street, N. Y.C.) 

(Henri), 11, 12-13 
Street Singer, The (Manet), 215, 215 
street sweepers, 181, iSi, 183 
Strickland, William, New Theatre, Chestnut Street, 

214, 215 
Strike, The (Koehler), 7, 8 
Studio, The (Bellows), 34-35, 43-48, 47 
studios, artists', 34, 35-49, 41, 42, 44-48. See 

also artists' colonies; specific artists 
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Stuyvesant Theatre (New York City), 24 
suburban resorts, 88-133 
Suffolk Street (New York City), 191 
Suffragette* s Husband^ A (Gibson's illustration), 

Sullivan, H. Wood, 24 

Sullivan, John L., 237 

summer boarders, 94 

Summer-Night Relaxation, A (Glackens's 

illustration), 207-8, 108 
Sun and Wind on the Roo/" (Sloan), 288 
Sunday, Women Drying Their Hair (Sloan), 277, 

Z78 

Sunday Afternoon in Union Square (Sloan), 

188-89,1^9 
Sunrise (Inness), 52, 54 
surf bathing, 100. See also bathing costumes 
Susman, Warren, 25 
Sutton, James E, 20 
Swampscott (Massachusetts), 123, 124 
Symphony in White, No. 3 (Whistler), 6-7 

Taft, Lorado, 3 2 

Taft, William Howard, 25 

Taine, Hippolyte, 29 

Tait, Arthur Fitzwilliam, 102 

Tarbell, Edmund C. 

background of, 5, 25, 160 

biography of, 357 

The Breakfast Room, 247-49, ^4^ 

on Bunker's brushwork, 77 

In the Orchard, 22, 23, 32 

as member of The Ten, 22 

Three Sisters — A Study in June Sunlight, 
262-65, ^^3 
Tarbell, Emeline Souther, Tarbell's picture of, 

262-65, ^^3 
Tarbell, Ida M., 4 
Ten, The. See The Ten 
Ten American Painters. See The Ten 
Ten Cent Breakfast, The (Metcalf), 96, 97, 223 
Tenderloin Club (New York City), 208-9 
Tenderloin district (New York City), 222 
tenements, 264, 265, 266 

bathtub in, 279 

laundry from windows and on roofs of, 194, 
196, 199, 277, 278, 286-89, ^^7* ^^^j 

Riis's floor plans of, 297, 3 01 
tennis, 242, 245 

The Park (Chase), 147—48, 147 
Tenth Street (New York City), 222, 227 
Tenth Street Studio, The (Chase), 43, 44 
Tenth Street Studio Building (New York City), 

42,43,44, 114, 182, 209 
Thaxter, Celia Laighton, 66 

Hassam's portrait of, 89-92, 90, 100 
theater, 204—19 

Cloum Making Up (Sloan), 205, 205, 237 

continuous show introduced into, 218 

Le Drame (Daumier), 218, 219 

Gilles (Watteau), 204, 205 

Keying Up — The Court Jester (Chase), 205, 
zoj 

The Loge (Cassatt), 206, 207 

Metcalf s illustration, 208 

New Theatre, Chestnut Street (Strickland), 214, 

in New York City, 185, 186, 204, 213 
Casino Theatre, 212, 212, 213 
The Orchestra Pit, Old Proctor's Fifth Avenue 



Theatre (Shinn), 216, 217—18 
Stuyvesant Theatre, 24 
The White Way (Sloan), 214, 215 
See also roof gardens 
Theatre Republic (New York City), 212 
The Eight, 24, 36, 165, 222 

not same as Ashcan School, 4 
These Stylish Suits $49.98 (caricature), 260, 260 
The Ten, 22, 24, 36, 66, 171 
Third Avenue (New York City), 186 
Thirtieth Street (New York City), 222 
Thomas, Joseph B., 243 
Three A.M. (Sloan), 265, 266, 277, 288 
Three Sisters— A Study in June Sunlight (Tarbell), 

262-65, 263 
Tiffany, Louis Comfort, 28 
Tile Club, 105, 143, 182 
Times Square (New York City), 186, 204, 210 

photographs of, 212 

The White Way (Sloan), 214, 215 
Tiny Italian Girls Dance to Tunes Played by the 

Organ Man (Oscar Maurer's photograph), 3 09 
Tissot, James, 143 
Todd, Sereno Edwards, 247 
Tolstoy, Leo, 4 
Tonalists, 5 2, 5 8 
Trafalgar Square (de Nittis), 174 
Travis, LiUian Gelston, 272, 273 
trolley lines, 92, 130-31, 131, 184, 184, 186, 186, 

19s, 19^, 212, 214 
Trouville (France), 102, 107, 121 
Troyen, Carol, 177 
Trumble, Alfred, 22 
Tryon, Dwight William, 5 2 
Tuileries Gardens (Paris), Music in the Tuileries 

Gardens (Manet), 142, 142 
Turner, Ross, 24 
Twachtman, John H. 

background of, 5, 14, 19, 25, 31, 32, 71, 105 

biography of, 357-58 

death of, 36, 58, 124 

Emerald Pool, Yellowstone, 6^,64 

Gloucester Harbor, 127, 128 

Hassam on landscapes of, 54 

Icebound, 61—63, 

income of, 22 

as landscapist, 61—63, 162, 165, 168 

as member of The Ten, 22 

Niagara Falls, 63, 63 

Sea Scene, 99—100, 99 

as teacher at Cos Cob, 98 

The Ten Cent Breakfast (Metcalf), possibly 

depicted in, 96, 97 
View from the Holley House, Winter, 75-77, 

Twain, Mark, Adventures of Huckleberry Finn, 
22 

Twelfth Act, from the Japanese Kana Copybook 
Version of the ChQshingura (Kuniyoshi's 
woodblock print), 83, S3 
Twenty-eighth Street (New York City), 222 
Twenty-second Street (New York City), 286 
Twenty-seventh Street (New York City), 233 
Twenty-third Street (New York City) 
Easter Eve (Sloan), 14-15, 17 
Picture Shop Window (Sloan), 280, 280 

Ulrich, Charles 
In the Land of Promise — Castle Garden, 7, 8, 
164 



Moment Musicale, 307 
Union League Club (New York City), 208 
Union Square (New York City), 155, 180, 210 
history of, 184-86 
photograph of, 186, 186 
Sunday Afternoon in Union Square (Sloan), 

188-89, 189 
Union Square and In the Park (Weir), 143-44, 
J43 

Union Square in Spring (Hassam), 165, 18 j, 
188, 221 

Winter in Union Square (Hassam), 183—84, 
184, 186 

Union Square Hotel (New York City), 185, i8y, 
188 

Universalist Meeting House (Gloucester), Hassam's 

painting of, 131-33, 132 
University Club (New York City), 197, 198 
University Settlement (New York City), 303 
urban leisure, 201—45 
urban scene, 135—99 

See also specific cities and sites within them 

vacations, establishment and significance of, 
92-95 

Vachere, La (Robinson), 18, 19 

Valley of the Seine from Givemy Heights 

(Robinson), 57-58,57,73 
van Berekenrode, Hendrick, 230 
Van Buren, Deborah Elizabeth, 66 
Vanderbilt, Cornelius, 213 
Vanderbilt family, 213, 243 
Van Dyke, John C, 145, 196, 204 
van Gogh, Vincent, 127 

Van Rensselaer, Mariana Griswold, 52, 162, 164, 

168, 181, 188, 192, 201, 295-97 
Variety (periodical), 204 
vaudeville, 213, 217-18 
Vaux, Calvert, 139, 140, 145, 148, 152, 158, 

160-61 

Vauxhall Gardens (London), 209 
Veblen, Thorstein, The Theory of the Leisure 
Class, 273 

Velazquez, Diego, 5, 36, 114, 116, 143, 233 
Las Meninas (The Ladies-in-Waiting), 43, 
46-47,46 
Venice, 160, 284 

Whistler's pastels of, 143 
veritism, 30 
Vermont, 64 

Robinson in, 58-59 
West River Valley, Townshend, Vermont, 58, 
59 

Vesey Street (New York City), 195, 196 
Victoria Theatre (New York City), 210, 212 
View from the Holley House, Winter 

(Twachtman), 75-77, 76 
Villerville (France), 102 
Voclezca, Mile, 209 

Salome (No. 2) (Henri), 215, 21 j 
Vonnoh, Robert, 32, 96 
Vuillard, Edouard, Under the Trees, 158, 15 S 

Wadsworth, William A., 63 
Wald, Lillian D., 303, 303 
Wallack's theater (New York City), 185 
Walters, William T, 28 

Wanamaker's department stores (New York City 

and Philadelphia), 273, 275, 280—81, 282 
Wandering Saltimbanques (Daumier), 237, 238 
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Warhol, Andy, ziz 
Warner, Charles Dudley, 253 
Warren Street (New York City), 233 
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